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Jolin Donne's use of conceits has received contrasting criticisms from different 
generations of critics. It is either depreciated as a mere manifestation of cold wit or 
appreciated as an integration of both thoughts and emotions. In this thesis, I respond to this 
debate by looking at the conceits in Donne's Songs and Sonnets from a cognitive perspective. 
Using conceptual metaphor theory and blending theory, I argue that Donne has used different 
strategies in developing the intellectual aspect and the emotional aspect of his poems. This has 
reaffirmed his craft and brought in substantial evidence to the debate. 
Chapter One gives details to conceptual metaphor theory and blending theory and 
connects them to the discussion of metaphor and conceits. Conceptual metaphor theory claims 
that metaphor is not a merely linguistic phenomenon. Indeed, our mind is metaphorical in 
nature in integrating different experience to understand the world. Therefore, metaphor and 
conceits reveal one's cognitive mechanism and strategies of integrating experience. Blending 
theory which concerns the on-line meaning construction process and the interaction of 
different mental spaces plays a complementary role with conceptual metaphor theory in the 
linguistic analysis. Both theories provide us with a theoretical tool to unveil the cognitive 
mechanism of linguistic creation. 
Chapter Two investigates the intellectual aspect of Donne's poems and gives a cognitive 
account to condensed conceits and expanded conceits in Donne's poems. I reveal the 
strategies which Donne uses to construct the argument in a poem. Condensed conceits often 
exhibit an intricate pattern of blending. Expanded conceits are often developed based on a 
single scenario. Their meanings are conveyed through the use of different conceptual 
metaphors. 
i 
Chapter Three investigates the emotional aspect of Donne's poems. Kovccscs's theory of 
conccptual metaphor for emotions is used to reveal the underlying conccplual metaphors for 
emotions in Donne's poems. The intensity of emotions in a relationship, the psychological 
struggle and frustration of unrequited love, and the tranquillity in the unity with lover can be 
explained by different strategies of employing blending and conceptual metaphors for 
emotions. 
The concluding remark highlights the significance of this research and articulates other 
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INTRODUCTION 
John Donne's writings have endured four hundred years of scholastic examination, but 
new perspectives have been emerging to give insights to common readers and literary scholars 
of his seemingly obscure, yet enchanting poems. Along with the 'cognitive' turn of English 
studies in the late twentieth century, research on the rhetoric of Donne's poetry has begun a 
new phase. New approaches should redefine some long-standing debates in the study of 
Donne's poetry. 
One of the debates lies in a significant feature of Donne's poetry which is the 
heterogeneity of his imagery. Critics have long recognized it and have already used their own 
terminology to analyse Donne's oeuvre. However, their opinions are diverse. Donne's poetry 
was either highly appreciated as a way to express both thought and emotions, and as a 
demonstration of the metaphysical wit, or was devalued due to its obscurity and artificiality in 
its use of imagery. To resolve these conflicting opinions, rhetoricians in the twentieth century 
tried to unveil the mechanism of imagery by focusing on the process of the construction of 
metaphor. However, none seems to give a full and coherent picture of the mechanism of 
Donne's imagery. 
In light of blending theory and conceptual metaphor theory, which belong to the study 
of cognitive linguistics, Donne's imagery and his conceits can be considered results of a 
hidden and unconscious cognitive mechanism. According to George Lakoff and Mark 
Johnson, our mind is fundamentally metaphorical in nature, which means we understand one 
thing in terms of another (2003: 3). The significance of looking at Donne's conceits in this 
way is two-fold. Firstly, we can look at the hidden cognitive structure in Donne's text in order 
to unfold the heterogeneous yet enchanting imagery. Therefore, in this study, T attempt to 
respond to the debate about Donne's poetry by claiming that Donne has perfectly woven the 
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\\ il and his passion in his conceits. There arc dearly the logical, argumcnLalivc elements and 
the emotional elements coexisting in the poems. Secondly, this study is an exposition of a 
reading process. Yet this is different from the subjective reading of previous critics. The 
objectivity of this reading is grounded in blending theory and conceptual metaphor theory 
which make universal claims on human understanding and cognition. 
Tn the following sections, T am going to outline the discussion of Donne's conceits in 
literary history. Then T will talk about the development of cognitive poetics in recent decades 
and its connections with the rhetoric of Donne. T will also talk about the general significance 
of using a cognitive approach to analyse literary works. Last but not least, I would like to end 
this introduction by showing the significance of this project. 
Section One: The Discussion on Donne's Conceits and Donne's Passion in His Poetry 
In these four hundred years of scholastic examination, a question consistently comes up 
in the history of literary criticism of Donne: do Donne's conceits convey his passion? This 
simple question involves two assumptions. First, Donne's poetry consists of conceits which 
are a kind of metaphor that show the poet's wit and can surprise the readers. The conceits are 
often considered cold, intellectual and obscure. Second, the question also assumes that 
conceits in Donne's poetry may not express his genuine emotions. Wit and conceits may only 
be Donne's tricks to show off his wit and knowledge of the world. Due to the second 
assumption, Donne's poetry has been either appreciated or devalued. In the eighteenth and the 
nineteenth century, critics who appreciated Donne found his poetry unique in showing his wit 
and breadth of knowledge, while critics denounced him for the coldness in his lines. Only 
until the revival of Donne and metaphysical poetry in the nineteenth century did these two 
conflicting comments get a chance to be resolved. T. S. Eliot proposed the notion of'sensuous 
thought' to articulate the art of Donne's poetry. That meant Donne's poetry was both witty and 
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passioiialo, intellectual and emotional. However, this only established ihc (irsl step l() explore 
the dual aspcct of Donne's poetry. 
Despite the immediate positive reception after Donne's death by Thomas Crew and the 
school of Donne, not many critics studied specifically Donne's conceit at the first stage. The 
first critic who elaborated on the form of a conceit was John Milton. He found the form of 
conceit a 'disjunct similitude' which means a juxtaposition of two different images with only a 
few common characteristics. His discussion later focused as the constitution of a conceit 
including the proportion and interaction of the parts in a conceit (Ruvthen 5). This line of 
thought was followed by Samuel Johnson who, in Life of Cowley (1781), defined 'wit' as 
something 'more rigorously and philosophically considered as a kind of discordia concors: a 
combination of dissimilar images, or discovery of occult resemblances in things apparently 
unlike, (Smith 1975: 218) Johnson did not put Donne's counter-intuitive metaphor along the 
literary tradition in which imagery should express a natural flow of emotion. In a sense, 
Donne's images were considered artificial and probably 'yoked by violence' (218). 
Many early critics found Donne's poetry expressing ideas and thought, instead of 
emotions. From the late seventeenth century up to the eighteenth century, Donne's works were 
depreciated by critics and were categorized as the 'metaphysical poet' in a negative sense. The 
school of metaphysical poets was coined by John Dryden in A Discourse Concerning the 
Original and Progress of Satire in 1693. He first used the term 'metaphysical' to describe the 
poetry of Donne and his followers: 'He affects the metaphysics, not only in his satires, but in 
this amorous verses, where nature only should reign, and perplexes the minds of the fair sex 
with nice speculations of philosophy, when he should engage their hearts, and entertain them 
with the softness of love' (Smith 1975: 151). Dryden thought that a poem should enchant the 
reader and move them but Donne had only confused his reader with his conceits and 
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philosophy. In llic first half of the eighteenth ccntury, when Donne's work was greatly 
criticizcd and denounced, some critics even separated Donne's wit and conceits from 
imagination (Alden 1917:133). 
After a period of downfall for Donne's writings, signs of uprising appeared in the 
nineteenth century. The relationship between Donne's poetry, emotions and imagination were 
re-discovered. Coleridge was an endorser of Donne's poetry. He read Donne's poems closely, 
commenting on them as well as giving lectures on Donne and Milton. He considered Donne 
among the 'race of Giants' and among the poets who 'sacrificed the passion and passionate 
flow of poetry, to the subtleties of intellect, and to the start of wit' (Smith 1975: 271). This 
implies that he thought that Donne's poetry lacked passion compared with other poetry. 
However, he believed that Donne was inspired by his poetic intellect in conveying passion in 
another kind of language slightly different from the usual mode of expression (272). 
Moreover, since metaphor for the Romantic poets was a manifestation of the unique 
intellectual power and creativity of an individual, Donne's unique personality was recognized. 
Donne's poetry was considered a manifestation of human's imaginative power (22-23). 
However, the Romantic poets did not tackle how wit and passion could co-exist in a single 
poem. 
Not until T.S. Eliot's criticism did the conflict between conceits and emotion get a 
preliminary resolution. In 'Imperfect Critics' (1920), Eliot placed Donne along side Marlowe, 
Webster, Toumeur and Shakespeare in the sense that 'they had a quality of sensuous thought, 
or of thinking through the senses, or of the senses thinking, of which the exact formula 
remains to be defined'. Later on in the well-known article, 'Metaphysical Poetry', he honored 
Donne as an 'intellectual poet' who has demonstrated an 'unification of sensibility'. He defined 
metaphysical poetry as a genre in which 'a degree of heterogeneity of material compelled into 
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unity by the operation of the poet's mind is omnipresent in poetry' (Kcrmodc 43). I Ic 
considered Donne's poetry 'a dircct sensuous apprehension of thought, or a rccrcation of. 
thought into feelings' (44). In 'Donne in Our Time' 'm A Garland for John Donne (1931), he 
credited Donne for feeling the 'fissure between thought and sensibility' (8). He prompted 
critics to think about the logical nature of Donne's sensuous images and how they were used 
to begin a philosophical discussion in a poem. A major difference between his comments and 
Johnson's was that he pointed out the logical and cognitive aspect of Donne's imagery besides 
the obvious heterogenity of images. Moreover, he also emphasized the emotional aspect of 
Donne's poetry, which has long been neglected. These differences are significant in the critical 
history of Donne's poetry. 
Section Two: Development of Cognitive Poetics 
Eliot's comments on metaphysical poetry have hinted at the existence of the cognitive 
ability of human beings that is required to produce and to understand metaphors. This 
postulation has received its fullest elaboration and development in the recent decades of 
cognitive linguistics and its application to literature, which opens up a new research direction, 
cognitive poetics. "Cognitive poetics" was coined by Reuven Tsur in 1992. It referred to an 
interdisciplinary research direction in which rhetorical features in literature could be studied 
by theories developed from cognitive linguistics, psychology and cognitive science (Tsur 1). 
In a word, literary work remains, and has to be the subject to be illuminated from different 
disciplines. Stockwell stresses that treating literary work as a data source for cognitive 
linguistics or psychology does not help the development of this research direction. He thinks 
that one should look at the big questions in literary study and cognitive poetics should allow 
us to 'conceptualize things differently' (6) Therefore, the tasks of cognitive poetics analysis 
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incliidc looking at narrators, aiilliors, characters from the cognitive approach lo dcixis; dealing 
with literary expectations and genres with schema theory; discovering and the exposing a 
network of conceptual metaphors which underlies literary work; investigating the 
philosophical origins of the embodied view of meaning, etc. Nowadays, cognitive poetics has 
become a cluster of research with a variety of research directions and collaborations with 
different disciplines. The only thing in common is that they all aim to tackle unexplored 
questions in literary studies and to discover the process of the human mind in understanding 
language and the world. 
Cognitive poetics sprouted in the early 1970s. At that time many attempts to deal with 
the nature of meaning and the mechanism of meaning construction seemed to converge. 
Inspired by the study of metaphor, Paul Ricoeur attempted to refute the traditional, logical 
positivist view of metaphor in which metaphor did not describe the actual state of affairs and 
hence was meaningless. Ricoeur wanted to show that human beings have the faculty of 
imagination to understand and to produce semantic innovations. In devising his theory of 
imagination, he became one of the pioneer theorists in advocating the need to discover the 
faculty for linguistic creativity, stressing the importance of metaphorical power (Ricoeur 234). 
As a professor of Hebrew Literature, Tsur had been pursuing a similar direction since 
1970s and had incorporated formalist, structuralist and perception-oriented approaches 
(Brandt 2008:11). With theoretical tools from cognitive science, he investigated the relation 
between literary structure and its effect (11). His works included an analysis of the space 
perception and orientation in poetry, and research on the relation between rhyme patterns and 
the musicality of speech sounds. They provided insight on how to look at the working of mind 
through language and literature. Brandt has also outlined several sources of influence on the 
'cognitive turn in poetics' (10). They included Jonathan Culler's 'structuralist poetics' in the 
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niid-70s, scmiotics and the cognitive turn within linguistics in the late 70s. These have 
facilitated the emergence of a cognitive approach to literature. 
Metaphor has received much attention in cognitive poetics. It is a research area which 
ignites the fire of the application of cognitive theories on literary work. George Lakoff and 
Mark Johnson are linguists who respond to the philosophical discussion of metaphor started 
by Ricoeur and accompanied by several philosophers including Donald Davidson and Paul de 
Man. Lakoff and Johnson (1980, 2003) suggest that metaphor is a conceptual unit grounded in 
our daily life experience, and that the human conceptual system is fundamentally 
metaphorical in nature. They discover that groups of metaphors in our daily language share 
the same prototype called conceptual metaphor. In this way, the discussion of metaphor has 
probed into a more primordial state of human rationality and understanding. 
With the development of frame semantics and mental spaces theory, a more refined 
theory of metaphor, blending theory, has emerged. Developed by Mark Turner and Gilles 
Fauconnier, it gives a fuller picture of the mechanism of ordinary metaphors and can tackle 
novel metaphors which conceptual metaphor theory cannot cover in detail. Turner claims that 
blends are prevalent in the high canon of literature (2002: 13). And literary metaphors are 
different from ordinary metaphors in daily language because blends in literary examples are 
often 'most striking and memorable' and are 丨the most challenging to analyze' (14). Hence, I 
suggest there is a need to apply the theories in cognitive linguistics to literature. 
In the recent decade, there have been many successful cognitive poetics researches, 
especially with conceptual metaphor theory and blending theory. The first and foremost 
example was performed by George Lakoff and Mark Turner in More than Cool Reason 
(1989), in which they analyze William Carlos Williams's The Jasmine Lightness of the Moon' 
in terms of its metaphorical structure using conceptual metaphor theory. They have 
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successfully made use ofconccptual metaphor theory to sort out the mclaphorical meanings of 
the imagery, to expose the relations of the network of conceptual metaphor and to give a 
substantial interpretation to Imagist poetry. There are also applications on haiku (Hiraga 1999) 
which untangles the myth in understanding verses packed with images, analysis of Sylvia 
Plath's The Applicant' in understanding the complex pattern of blending and related 
conceptual metaphors (Freeman 2005) and research on the poetry of a Slavic poet, Elena 
Shvarts (Marquette 2007) which unveils how metaphors function in the poem and the impact 
they have on readers. The above research unveils the mechanism of construction and 
interpretation of poems with condensed and complex imagery. 
Other research questions are diverse. Some critics concern the interactions between 
criticism and the text. Donald Freeman has analyzed the text of Shakespeare's Macbeth with 
conceptual metaphor theory. He discovers the hidden unity (1995: 707) of the language of 
Macbeth, which are two extended metaphors: the path (motion) and the container (in-out) 
schemas. He also finds that critics of Macbeth use the same schema in their criticism. In this 
way, the notion of extended metaphor offers new ways of looking at the relation between the 
language of the literary work and the language of the critics (Kovecses 1990: 52). Other 
concerns include the conceptual metaphor in a poem and its interaction with cultural models. 
Patricia Canning (2008) analyzes George Herbert's 'JESU' and draws a relation between 
religion and the conceptual metaphor embedded in the poem. Margaret Freeman, in studying 
the metaphor in Emily Dickinson's poetry, claims that her poems are structured on the 
rejection of a dominant metaphor of her religious environment The metaphor of 'life as a 
journey through time' is replaced by that of ' l ife is a voyage in space' which is more coherent 
with the latest scientific discoveries of her day (1995: 643). The application of blending 
theory to novels is also successful. Elena Semino argues that, with her analysis on 'Lappin 
and Lapinova', blending theory out trounces other analytical theories because it can capture 
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丨the fusion of the fictionally real and the fictionally fanciful in l^rncst's and Rosalind's 
relationship, and successfully characterizes Rosalind's creative attempts to copc with her 
married life' (Freeman 109). We can see that the application of conceptual metaphor theory 
and blending theory to literary texts has been expanding, giving more inspiring results in both 
the field of literary criticism and cognitive linguistics. Cognitive poetics is a growing field of 
research which opens up many possibilities. 
Section Three: Significance of Cognitive Poetics 
Cognitive poetics does not only open a new research direction in literary criticism. It 
has also changed how we look at the author, literary work, reader and the act of interpretation. 
Moreover, as an interdisciplinary approach, cognitive poetics has been bridging the cultural 
study and the textual study of literary work, bringing together science and literature in 
general, and connecting itself with the rhetoric and the stylistic tradition. 
Literary work is often the focus of literary study. It is considered an intelligent endeavor 
of a particular human mind which exhibits individual characteristics. Nevertheless, from the 
cognitive perspective, literature is viewed in a more holistic way. It is considered a 
manifestation of a universal power of understanding, imagination and creativity. More 
specifically, it can be considered a special type of communication between reader and author, 
both have the same cognitive mechanism. The context of the reader-author conversation is 
different from real-time conversation between reader and author (Turner 1990: 245-246). For 
example, while there is no overlapping pragmatic context between author and reader, 
literature has more rhetorical purposes than merely communicating facts. Then through 
interpreting the literary text, an author's 'external mind' (Brandt 2008: 246) is revealed by the 
written text. The written text is considered a 'distillation of the author's mind' (246). The 
reader is attempting to understand the mind of the author exhibited in the text. Critics are 
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more conscious of the agency of the author in creating the text and ihc agcncy of the reader in 
interpreting it. This perception of literature has gone beyond treating a literary text as a one-
way chaiind of conveying meaning. 
The new conception of the role of reader from the cognitive perspective also suggests a 
new understanding of the act of interpretation. It focuses more on the processes of 
interpretation rather than the product of interpretation. Hence, we can look at the reading 
strategies used by a reader in the process of reading (Toolan and Weber 2005: 108). For 
blending theory, readers may set up different mental spaces due to their different cultural and 
social background. It gives us a tool to look into the interpretation process which is one of the 
intellectual endeavors of human being. It also allows us to compare different interpretation 
strategies and bring new focus onto the nature and the history of criticism. 
With these new perceptions of author, text and interpretation, we have a chance to 
incorporate the cultural study and the textual study of literary work. Since interpretation is 
always contextualized, it does not only depend on the text but also the knowledge and 
memory of the reader, and the context in which the reader is reading the text. By the same 
token, creativity of a language does not merely lie in the text, but also the cultural background 
of the author. Hence, in studying how language has conveyed its meaning, both the pragmatic 
and cultural data, as well as the textual structure of a literary work have to be considered. 
Blending theory and conceptual metaphor theory are able to incorporate the data from these 
aspects and give a full picture of the cognitive mechanism of creating and understanding a 
text. 
Besides bridging the cultural and the textual study of literary criticism, cognitive poetics 
has obviously bridged two seemingly unrelated disciplines, literature and science. Since 
theories from cognitive science, cognitive linguistics and psychology are subject to 
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nioditlcation and verification by experiments, cognitive poctics is a rcscarch direction which 
is scientifically based. Furthermore, experimental research on conccptual metaphor has been 
vigorous in recent decades. Cognitive linguistics and psychologists have been examining the 
association between different domains to verify the existence of conceptual metaphor and to 
show that our language system exhibits a network of association, instead of a single, word-to-
concept association (see Gonzalez-Marquez 2007). Hence we shall look forward to how 
cognitive approach to literature informs us about the secret of our mind. 
Last but not least, cognitive poetics suggests that a conceptual analysis of a literary text 
can make use of the resources of other humanistic disciplines. Turner tries to ground literary 
criticism in cognitive rhetoric. He believes that although this approach may seem alien to 
students of the humanities, it does indeed draw many of its methods from the traditions of the 
humanities as old as classical rhetoric (Turner 2002: 9). 
In a way it must be new since these scientific fields are much newer than traditional 
fields like rhetoric. But in another way, cognitive approach to art, literature, and 
language are rooted in old traditions of the humanities that have always focused on 
questions of mind and language. Because of these strong traditions, the humanities can 
offer a superb ground upon which to unite cognitive and critical approaches in the 
pursuit of a better, more complete, and more varied set of instruments for inquiring 
into both the nature of human meaning and the details of literary and artistic products 
of cognition. (19) 
Turner also claims that cognitive study has surpassed the classical rhetorical theory in the 
study of language and literature. It does not only advance the idea that form and meaning 
constitutes a relational network. It formulates the idea of conceptual integration that has 
stressed that meaning is new and emergent in the blend, which has taken elements from 
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clilTcrcnt input spaces. This is a new conccplion to classical rhctoric but has added to our 
understanding of how meaning is related to form (10). 
Section Four: Significance of this Research Project 
We can see from the above exposition of the discussion of Donne's conceits and the 
history of the development of cognitive poetics that, on the one hand, the study of rhetoric 
seems to have reached its choke point due to the exhaustion of the descriptive vocabulary, but, 
on the other hand, the rise of cognitive poetics, especially the development of conceptual 
metaphor theory and blending theory, has opened a new field of study and provided a system 
of terminology grounded in scientific research to unveil a deeper structure in literary 
expression. Applying the theories to Donne's poetry is not only appropriate, but also 
significant. 
The first significance of this research would be to provide an answer to the long-
standing debate in Donne's conceits. The debate is about whether Donne conveys his 
emotions in his conceits. I would like to argue that Donne has manifested an intricate pattern 
in his use of conceits in showing his philosophy as well as passion. The logical aspect and the 
emotional aspect of his conceits are woven intricately together in the poems. We shall see, 
with the help of conceptual metaphor theory and blending theory, how Donne has built his 
arguments within his poems and how he has at the same time shown great emotional 
complexity. 
Secondly, the project aims to demonstrate a collaboration of traditional rhetoric and 
cognitive poetics and to provide an in-depth resolution of the apparent conflict between the 
conceit and emotion in Donne's poetry. T attempt to show the useful insights provided by 
rhetoricians and the power of conceptual metaphor theory and blending theory in giving a 
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ihoroLigh description to Donne's conccits. 'I he traditional study of rhetoric can olTcr a ground 
for a cognitive approach to pursue a comprehensive picture of human understanding and 
meaning of language. 
Thirdly, this project aims to restate Donne's achievement and the value of his conceits. 
Donne has received unprecedented praise in the recent decades, and he is considered 
canonical. However, literary tastes could change according to the culture and the spirit of the 
time. While there is a current of cognitive science reaching the coast of poetry, we shall be 
able to reaffirm the particularity of his oeuvre, and once again justify his uniqueness and 
achievement in the English literary tradition with a theory which is scientifically grounded. 
In the following chapters, I will first outline the theoretical tools by introducing 
conceptual metaphor theory and blending theory. In chapter two, I will tackle the 
argumentation in Donne's Songs and Sonnets, showing how different images introduce 
propositions into the poems. In chapter three, I am going to look at the complexity and 
intensity of passion in Donne's conceits. I shall show that although Donne is employing 
conceptual metaphors which are universal in our cognitive system, his pattern of thoughts 
which is manifested in his expression is unique and complex. 
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Scction One: Theoretical Background of Metaphor 
A conceit as a literary trope is closely related to metaphor.�n fact, it is often known as 
a kind of 'far-fetched' metaphor. Although it has been discussed in the literary history of the 
Renaissance, it is less frequently used and discussed nowadays. T shall turn my focus to 
metaphor instead, in an attempt to understand a conceit through the discussion of metaphor. 
Metaphor has long been the subject of various disciplines and the discussion has 
become more vigorous in recent decades. The earliest discussion can be traced back to Greek 
philosophy. Plato disdained the use of metaphor because it deceived the public with its artistic 
effects. Aristotle, on the other hand, pointed out the function of metaphor which was to bring 
in new analogies for human beings to understand new states of affairs. They roughly outlined 
two of the three approaches to metaphor: metaphor as a deviant use of language and metaphor 
as a manifestation of human creativity and cognitive power. In response to Plato, Roman and 
Greek rhetoricians, as well as literary critics in the Elizabethan period, pointed out another 
function of metaphor in language use. They found metaphor ornamental in artwork and 
important in producing positive effects on reader and audience. Metaphor then became a 
central subject in literary theory. More recently, attention from linguistics, philosophy, 
anthropology and psychology has been given to the study of metaphor and complicated the 
discussion. T am going to outline the discussions concerning these approaches as a 
background to a contemporary cognitive view on metaphor and shed light on the less 
discussed topic, conceits. I will then introduce conceptual metaphor theory and blending 
theory in detail. In relation to our discussion of emotions expressed in Donne's poetry, I shall 
introduce Zoltan Kovecses's study of conceptual metaphor of emotions as one of the 
theoretical tools to read Donne's poetry. 
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Part One: Metaphor as Deviation 
Although Plato used a number of metaphors to illustrate his philosophical ideas, he 
denounced the value of art due to its ontological status. Plato considered art and craft an 
imitation of the world, which was itself an imitation of the ultimate truth. Important qualities 
of things were lost in imitation and representation, and therefore imagery cannot tell us the 
truth about things. In Republic X, Socrates proposed that there were Forms of, for instance, 
beds and tables, which were the perfect instances of beds and tables with God as the maker. 
Then there were craftsmen who produced the imitation of these Forms, which were real beds 
and tables. There were painters who reproduced the representation of these beds and tables. 
Hence, the artists were therefore "at the third generation from nature" (598e3-4). The poets 
only knew representation but nothing about the reality. 
Plato also thought that poetry did not help building a model city and might even be 
detrimental to the youths. In Republic Book II, Plato, via the voice of Socrates, explained that 
poetry was falsehood wrapped in goodness. It was a kind of persuasion which aimed to 
influence its audience (378c7). Teenagers may not be able to identify what was good and 
hence would fall into the trap of poetry. In this sense, poetry was harming the society by 
preaching falsehood and deceiving the youths. 
This line of thought receives variation in the modern age when the development of 
science proposes a new standard for the use of language. Both the scientific language and the 
methodology of science are affecting the study of language and the identification of meaning 
in a sentence. For the influence of scientific language, Andrew Ortony articulates the fact that 
scientific study required clarity, precision and truthfulness (1), which then became the new 
standard for the proper use of language. John Locke, for instance, denounced the use of 
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nictaplior. 11c considered language a 'conduit' for knowledge and thought lhat metaphor may 
pollute the 'fountain of knowledge' which was things in themselves. When knowledge was 
communicated to the public, it may risk distortions (Kittay 5). On the other hand, in the 
beginning of the twentieth century the methodology of scientific study and mathematical 
study was greatly influencing the study of language. With the rise of the school of logical 
positivism, verifiability has become a dominant source of meaning (7). The only way of 
knowing the meaning of a sentence is to see if it can be verified by examining the external 
world. Sentences such as 'Love is a red rose' are considered meaningless since they do not 
correspond to any truth of the world. Tn this sense, a sentence which is ambiguous or fails to 
describe or represent the truth of the world should be discarded. Literary metaphor and 
figurative language are therefore depreciated. The development of the philosophy of language 
has helped sustain the literal-figurative distinction in order to uphold the standard of clarity, 
truthfulness and verifiability in language use. 
Part Two: Metaphor as Ornament 
In response to the challenge that metaphor is a deviant use of language and therefore 
has no value, rhetoricians after Plato and Aristotle devoted to the study of the function of 
metaphor. They agreed that metaphor was used by poets to express their emotions in imagery 
to persuade or to please the audience. Cicero valued metaphor as the clothing of thought, 
which was invented out of necessity but could be elaborated and flourished into a personal 
style. Tn his De Oratore, orators were advised to cultivate metaphor because it can enrich the 
text (Kittay 3). The Greek rhetorician, Longinus, focused on the relations between metaphor 
and emotions, and thought that the positive effects of metaphor outweighed the negative 
effects. He considered metaphor, especially elaborated and successive metaphors, a kind of 
'timely expression' (141) of emotions and of true sublimity. In avoiding excessive usage, 
metaphor, like any other rhetorical trope, can contribute to the effect of sublimity, which was 
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Longiiuis's own acsthctic standard of a grand style of noble and moral emotions (I09j. 
Moreover, imagery, a key component of metaphor, also contributed lo persuasion, making an 
argumentative passage stronger, even 'mastering' the thought of the audience (125). Quintilian 
was along the same line as Longinus. In Institute Or alio, he considered metaphor one of the 
tropes, 'which was the conversion of a word or a phrase, from its proper signification to 
another, in order to increase its force, (8.6.1). Therefore, it was a semantic structure which 
induced emotions in the audience. Despite its beauty and prevalence, Quintilian stressed in 
many places that it is 'ornamental'. 
During the Elizabethan period and the Renaissance, the idea that metaphor is an 
ornament in a text became a common belief amount poets and literary critics. Metaphor may 
help to achieve different aesthetic values in an artwork. George Puttenham suggested that 
metaphor may help to achieve decorum in writing. He put metaphor under his chapter 'Of 
Ornament' in The Art of English Poesy, implying that metaphor is one of the embellishments 
in poetry among other rhetorical figures. He compared the figures in poems to 'stone and pearl 
on princely garment' (222). He characterized metaphor as a kind of sensible figure, which 
'serves the conceit' (244). It referred to an alteration of words from ordinary usage in the cases 
'when we speak one thing and think another, and that our words and our meanings meet not' 
(270). It was a kind of 'transport, of words with affinity or convenience, aiming to make the 
meaning more 'commendable' and 'significative' (264) according to Puttenham. Metaphor 
served to create an effect of good grace in a poem. 
The above approach considered metaphor a mere linguistic phenomenon. It concerned 
what metaphor can do, both to literary writing and the society. With this concern, rhetoricians 
tried to find the mechanism of metaphor and how it has intervened in our act of reading. In 
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general, ihc idea that metaphor is a mere linguistic entity may limit the study ol' inclaphor and 
hinder the pursuit of a more accuratc description of the mechanism. 
Part Three: Metaphor as a Way of Understanding 
A cognitive view of metaphor can be traced back to Aristotle, who did not only 
propose a definition and several forms of metaphor, but also emphasized the intellectual 
insight that metaphor could bring. In Rhetoric, he found metaphors instructive. He recognized 
the power of the human mind that created metaphor. By understanding new metaphors we 
leam new ideas: 'Now strange words simply puzzle us; ordinary words convey only what we 
know already; it is from metaphor that we can best get hold of something fresh' (1410b). 
Although metaphor is a new combination of images, it cannot be too obscure for readers to 
grasp. Aristotle suggested that it should 'set the scene' before our eyes so that readers can enter 
the world created by the text. In this sense, he opened a way for a cognitive model of 
metaphor. 
In the Romantic period, metaphor became a powerful tool for poets to impress their 
readers as well as a special intellectual power which distinguishes poets from ordinary people. 
Wordsworth, in discussing the essence of poetic language, found metaphor one of the 
constitutive elements of the language of a poet: 'If the Poet's subject be judiciously chosen, it 
will naturally, and upon fit occasion, lead him to passions the language of which be alive with 
metaphors and figures.' (Wordsworth & Coleridge 254-255) This emblematic and distinctive 
feature of poetic language would have an effect on readers, while cooperating perfectly with 
the character and the style of the poem. Moreover, romantic writers associated metaphor with 
imagination. In A Defense of Poetry, Shelly defined poetry as 'the expression of the 
imagination' and poets were constantly driven by a series of external and internal impressions. 
A poet's language was essentially metaphorical because he aimed to create new relations 
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hctwcLMi seemingly unrelated things, and to use words to dcpicl the newly pcrccivcd rclalions 
in order to revitalize a language. Furthermore, in defining 'imagination', Coleridge took into 
account the poet's ability to create metaphor and to help produce the 'ultimate end of human 
thought and human feeling, unity.’(6). He recognized metaphor as a way of perceiving special 
connections of things in the world, and offered forward the study of metaphor in relation to 
the intellect. 
The contemporary study of metaphor attempts to solve how metaphor is constructed. I. 
A. Richards proposes a set of terminology such as 'tenor', ‘vehicle,, the 'topic' and the 
‘ground, for describing the structure of metaphor. Moreover, by delving into the mechanism 
of metaphor, he emphasizes the incompatibility between the vehicle and the tenor, and claims 
that the 'tension, is an essential feature of metaphor. This has indeed influenced Max Black's 
interaction theory of metaphor (Ortony 27). His theory suggests that metaphor involves two 
entirely different systems of implications, a literal element and a metaphorical element. The 
metaphorical element would ‘incite, the audience to relate a certain aspect of it to the 
'implication-complex' of the literal element (28). That means a new 'relation' is produced in 
the work of metaphor. A number of theorists have followed this line by elaborating on what 
new 'thing，is brought by metaphor. Nelson Goodman finds metaphor involve a transfer of a 
schema of a term from its literal application to a different realm (Goodman 126). In the 1970s, 
Paul Ricoeur tackles the process in which metaphor is interpreted and conceived. He finds 
metaphors create 'semantic tension' due to their deviation from literal meaning. This results in 
new meanings of various levels from the word to the sentence to the text (Turner 1991: 55). 
On the other hand, linguists reject traditional ways of viewing language as a tool for 
conducting meaning to the reader or audience. Michael Reddy calls the traditional view a 
'conduit' metaphor of language and rejects the way that theorists aim to discover the 
'objective' meaning of language, but neglect how a reader's knowledge and experience has 
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Iiclpixl shape his own interpretation (Ortony 6). Mis claims have inHucnccd I.akofTand 
Johnson's conceptual metaphor theory, which claims that metaphor has played a ccntral role 
in our cognition and that the reader's background also plays a significant role. All in all, we 
shall see that the study of metaphor, which has undergone two milienia of investigation, has 
striven towards its cognitive function and brought in a revolutionary view of the relation 
between language and the world. 
Part Four: Metaphor and Conceit 
A conceit can be considered as a special type of metaphor or even a synonym of 
metaphor (Ruthven 5). It is a comparison between two different images. However, the images 
in a conceit are usually in great contrast. Raymond Alden claims that Donne's tropes are 
called conceits because of their 'strangeness' (1917: 133). He also cites from E. K. Chambers 
who says that a metaphor will deteriorate into a conceit 'if the element of similarity is less 
obvious than dissimilarity; or if the expressiveness of the comparison is obscured by the 
ingenuity of the discoverer; or if it lacks imaginative concreteness and vividness; or if it is 
below the level of its theme' (1917:133). We can see that what distinguishes a conceit from an 
ordinary metaphor is whether the imagery is obscure enough to be surprising and vivid. 
Another condition for a conceit is truthfulness (1917:133). Some critics consider a conceit a 
kind of'fantasy, and think that it does not convey any truth. After all, conceits and metaphor 
share the very same structure in employing and combining imagery. A contemporary theory of 
metaphor shall be able to tackle the characteristics of a conceit and shed light on this specific 
trope. I will elaborate more on the structure of conceits in chapter two. 
Section Two: Conceptual Metaphor Theory 
Part One: Conceptual Metaphor Theory 
Conceptual metaphor theory is proposed by two cognitive linguists George Lakoff and 
2 1 
Mark Johnson. 1 hey reject the substitution theory of metaphor sincc they do not think 
metaphor is merely a linguistic expression in which a word with a literal meaning is rcplaccd 
by figurative language (Croft and Cruse 194). Instead, metaphor as a linguistic expression is 
the result of our cognitive mechanism which we unconsciously employ to understand the 
world. By looking at the ordinary use of language, Lakoff and Johnson find that a human 
being tends to understand a concept in terms of other concepts. In this sense our cognitive 
system is 'metaphorical' (Lakoff and Johnson 2003: 3). They discover that there is a 
systematic metaphoric structure underlying our language which is called conceptual metaphor. 
It gives rise to a variety of expressions and allows us to understand these expressions easily. 
Let us look at some linguistic evidence provided by Lakoff and Johnson. A concept 
ARGUMENT is often understood in terms of another concept WAR. We can see that from the 
following list of daily examples (4): 
Your claims are indefensible. 
He attacked every weak point in my argument. 
His criticisms were right on target. 
I demolished his argument. 
I've never won an argument with him. 
You disagree? Okay, shoot! 
If you use that strategy, he'll wipe you out. 
He shot down all of my arguments. 
The above examples show that our thoughts and language are metaphorical in nature: that is, 
we engage in the processes of'understanding and experiencing one kind of thing in terms of 
another' (5). The conceptual metaphor employed here is ARGUMENT TS WAR. It involves 
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mappings between two conccptual domains, namely the ARGIJMHN r domain and Lhc WAR 
domain. Conccptual domains arc complex knowledge structures. They involve entities or 
rdations on a relatively high generalization level (Turner and Fauconnier 1995:183). For 
example, the conceptual domain for war involves entities or roles for two or more rival 
countries, weapons, soldiers, strategies in war, etc. In a conceptual metaphor, two types of 
domains are involved: target domain and source domain. The target domain involves the 
subject which the metaphor is about and the source domain involves the concept drawn to 
illustrate the subject. The formula, TARGET DOMAIN IS SOURCE DOMAIN is used to 
name the specific mapping relation of two domains. 
If we look in the detail of ARGUMENT IS WAR, we shall see that two kinds of 
correspondences, commonly known as conceptual mappings, are involved: the ontological 
correspondence and the epistemic correspondence. The ontological correspondence refers to 
the mapping of elements across domains, while epistemic correspondence refers to the 
mapping of relations across domains. I shall elaborate these correspondences in ARGUMENT 
IS WAR (Lakoff and Johnson 2003: 4). 
Ontological correspondences: 
Source: WAR Target: ARGUMENT 
Opponent or enemy People we are arguing with 
Base or a station Position 
Strategies in war Rhetoric or strategies in persuasion 
Physical battle Verbal dispute 
Weapons Arguments and supporting evidence 
Epistemic correspondences: 
When part of the base or castle is destroyed, the When one of the propositions in an argument is 
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whole slniclurc may be fragile. being proved wrong, ihc whole argumcnl may be 
unconvincing. 
One wins a batllc with successful strategies and One wins in a debate with successful persuasion 
powerful weapons. skills and substantial evidence. 
A war involves attack and defense. A debate involves rebuttal on the opponent's 
position and supporting arguments of one's own 
position. 
Causalities may signify the failure of the battle. An unconvincing argument may signify the 
failure of the proponent. 
The concept WAR has helped us to understand the concept ARGUMENT in the above ways. 
It has 'highlighted' a certain aspect of ARGUMENT, i.e. the battling aspects of arguing. 
However, we shall note that some other aspects of ARGUMENT are 'hidden'. For example, 
the process of comprehension during a debate or verbal dispute has no equivalence in the 
WAR domain (2003:10). This is because there is incoherence in our experience between the 
process of comprehension in arguing and war. We can hardly map the process of 
comprehension into any element of war. This shows the 'partial' nature of metaphorical 
mapping. Lakoff and Johnson suggest that only part of the structure of the source domain is 
used to illustrate part of the target domain to create a coherent form of conceptual metaphor. 
Another feature of conceptual metaphor is that it is asymmetrical and unidirectional. 
Lakoff and Johnson insist that ARGUMENT IS WAR and WAR IS ARGUMENT are two 
different conceptual metaphors and their structures of correspondence are different. While we 
can easily find examples of ARGUMENT IS WAR, we find difficulty in looking for examples 
for WAR IS ARGUMENT. We find it strange if we understand a war as a verbal dispute and 
consider bullets and guns arguments that do not literally injure anyone. In this sense, 
conceptual mapping is unidirectional. 
2 4 
Ptirt Two: Conceptual Mclaphor Theory and Emotions 
H the nature of our cognitive system is metaphorical, then we constantly understand 
different concepts in terms of other concepts. The emotion concept is one of the common 
concepts we encounter in our thought and language. Kovecses suggests that conventionalized 
language provides a very good source for us to discover the structure of an emotion concept. 
We may learn how these concepts are related to our experience of emotions (1990: 3) and how 
we understand these concepts. 
Kovecses's approach is a prototypical approach to emotion (35). This approach stands 
against the idea that there is a complete set of necessary and sufficient conditions for an 
emotion. That means we cannot give a definition for an emotion. We cannot find a strict and 
irrefutable rule which informs us that happiness must involve smiling or laughing because 
there are often cases when one is happy without smiling or one smiles without genuine 
happiness. What we may find is the correlation of an emotion with facial gestures, 
psychological changes or linguistic expressions. However, this does not mean that an emotion 
concept is just a collection of features. It is indeed a cognitive model which contains a 
knowledge structure that is organized in specific order: 
[...]cognitive models are taken to be prepositional and image-schematic knowledge 
that is neither infinitely large nor minimally small, and that is composed of certain 
entities and certain predicates, the combinations of which may be organized in some 
(here, usually temporal) order [...] What I am suggesting then is that a cognitive 
model, like that of love, is composed primarily of knowledge that consists of 
combinations of entities and predicates (Kovecses 1990: 35-36). 
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This cognitive model of emotion docs nol contain every particular instance about our 
cxpcricnce of emotion. It contains ’a piece of the simplified or idealized world' which is 
closely related to our cultural experience and is not acquired by 'formal education' or 
'scientific procedures' (38-39). 
One of the important tools for studying the cognitive model of an emotion is metaphor. 
Kovecses proposes several conceptual metaphors which we use to structure an emotion 
concept such as anger, fear, love, pride and respect. For love, we have LOVE IS FIRE, THE 
OBJECT OF LOVE TS FOOD, THE LOVERS ARE BIRDS; for anger, we have ANGER IS 
HEAT, ANGER IS THE HEAT OF A FLUID IN A CONTAINER, ANGER IS AN 
OPPONENT, etc; for fear we have FEAR TS A VICIOUS ENEMY, FEAR IS A 
TORMENTOR, FEAR IS AN ILLNESS, FEAR IS AN OPPONENT, etc. All of these 
conceptual metaphors are pervasive in our language of emotion. Just like the ARGUMENT IS 
WAR conceptual metaphor, we find that the emotion domain is structured by the source 
domain. Highlighting and hiding is at work so that when we focus on a certain aspect of the 
emotion it is emphasized by the corresponding structure in the source domain. The conceptual 
metaphor is underlying our coherent system of language for emotions. I shall explain how 
different emotions are conceptualized in metaphor in chapter three. 
Section Three: Blending Theory 
Part One: From Conceptual Metaphor Theory to Blending Theory 
Conceptual metaphor theory is also known as a two-domain model since it involves 
mappings of two conceptual domains. However, Mark Turner and Gilles Fauconnier claim 
that the two-domain model is indeed part of a larger model called a many-space model 
(1995:184). In this model, meaning comprehension involves an on-line construction of mental 
spaces. Mental space is a small conceptual packet which recruits elements and relations from 
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loiig-lcrni memory structures such as conccplual domains, idealized cognitive models and 
rranies. It is constmctcd in the process of comprehension and linguistic composition and is 
modified in the process of reading. 
Although the many-space model, later known as blending theory, may be considered a 
more advanced theory, these two theories can play different but complementary roles in the 
study of language (Grady, Oakley & Coulson 1997: 101). A major difference between the 
theories lies in what they want to inform us of. Conceptual metaphor theory informs us of a 
stable cognitive structure underlying our language, while blending theory informs us of the 
on-line meaning construction process. While they complement each other in analysing literary 
examples, conceptual metaphor can be a very good supply for elements in the input space 
needed in the process of meaning construction. Patterns of conceptual mappings serve as a 
guideline as well as a constraint for the complex, dynamic conceptual network in blending. 
On the other hand, blending theory helps us to understand more clearly the mechanism of 
conceptual metaphor and how the two domains interact with each other. Conceptual metaphor 
theory suggests that mappings between two domains are unidirectional. There is no 
interaction between two conceptual domains. On the contrary, blending theory claims that 
mental spaces interact with each other and they draw in different elements from different 
spaces during the process of on-line meaning construction. More conditions such as context 
are included in the process of blending thus building a more comprehensive picture of the act 
of reading. 
Last but not least, blending theory combined with conceptual metaphor theory can 
help us in dealing with novel metaphor, which is a major kind of metaphor in literature. Novel 
metaphors are metaphors which are new or unfamiliar to us. They stand in contrast to 
conventionalized metaphor with meanings which are almost immediately understood by the 
community. According to the cognitive approach, a novel metaphor and a conventionalized 
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mctaplior arc a I two ends of a spcctrum of lainiliarity. When novel metaphors arc IVcqucntly 
and widely used, they become conventionalized metaphors and lose the surprise they have 
when they first appear to us. Therefore, novel metaphor shares the same cognitive structure as 
conventionalized metaphor: blending. Since novel metaphor often involves a combination of 
dissimilar images, blending theory is able to help us look at how dissimilar imagery can be 
brought together into a single, unifying meaning. 
Part Two: Gregor as a Twitter User 
I will start introducing the blending theory by explaining its theoretical nature. I will 
then explicate its content using a simple example. This will enable us to get a clearer view of 
this theory. 
Turner and Fauconnier in The Way We Think (2002) have given us a very detailed 
explication of their theory. They call it one of the formal approaches to meaning, and put their 
study along with science and linguistics as studies to discover deep hidden forms behind 
ostensible forms. They think that this approach will enable them to reconceive hard problems 
and to ask questions which were inconceivable before. One of their major assumptions is that 
our brain is involved in the formation of meaning. However, we are not fully aware of most of 
the process of meaning construction. They point out that 'the unconscious mental processes 
we take for granted deliver products and performances to our conscious minds that seem 
completely simple but whose invention is much too complicated for feeble consciousness to 
begin to apprehend.' (33) Hence, with experiment and research in cognitive science, we shall 
be able to find out the universal forms of the unnoticed mechanism of imagination. 
Blending is a 'novel integrated action' (35) going on unconsciously in our brain 
whenever we want to apprehend the world around us. It involves mental spaces, which are 
usually set up by linguistic cues when we are reading a text. Mental spaces connect to long-
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Imii schcmatic knowledge callcd 'frames' (40). I^ Vanics arc a 'schcmatisation ol cxpcricncc' 
(Hvans 85). They constitute a knowledge structure and a network ofclcmcnls and rclalions 
which we build up according to our experience. Frames operate in our working memory but 
are connected with the knowledge in long-term memory. For example, when one reads a 
sentence,丨the sun is shinning', the linguistic cue which is 丨the sun’ suggests setting up a mental 
space containing 'the sun' and the frame that it is always shining. The shining sun is part of 
our knowledge of the world. This space will interact with other mental spaces constructed on-
line as the reading process continues. 
In the process of conceptual integration, a few input spaces are set up by linguistic 
cues. These cues act as space builders which govern the partitioning of mental spaces in our 
process of comprehension. In the many-space model, there are three kinds of space: input 
space, generic space and blended space. Input space contains elements and relations of 
relevant domains. Generic space contains the skeleton framework for the mapping of elements 
in the input space. Blended space is where conceptual integration occurs. Elements and 
relations from the input spaces are partially projected onto the blended space and produce a 
coherent picture of integration. Mapping and compression are involved in the process of 
blending. This gives the reader a global insight into the linguistic expression and leads to 
understanding. 
I am going to illustrate the process of blending by using a recently published book 
called Twitterature (2009). It includes about sixty sections titled with the world's classics such 
as Paradise Lost, Hamlet, Beowulf, Mrs. Dalloway, etc. Canon in literature is retold in less 
than twenty 'tweets'. Tweeting is a newly invented word originated from Twitter', a social 
networking and micro-blogging service which enables its users to publish or 'tweet' their 
messages in less than 140 words. Most people on Twitter tweet about their daily activity, their 
amusement in daily encounters or a sudden exuberance. They often use slang, acronyms or 
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idiosyncratic expressions to express llicir emotions. The 'stories' in Twi/lcra/ure arc 'Iwcctcd' 
by the protagonist in the literary works as if they are real Twitter people on earth. I he 
protagonists narrate their own life in slang or language peculiar to their own time and spacc. 
With the advancement of technology and changes in narrating habits, it has created a brand 
new experience in reconceiving the classic in a contemporary context 
This brand new experience has to be brought out by blending. In order to fully 
understand the 'tweets' in Twitterature, the reader has to be familiar with the mechanism of 
Twitter as well as the plot of the classics. These provide resources for the construction of the 
input spaces which are used in the blend. Let me take a line as an example from The 
Metamorphosis by Franz Kafka': '@bugged-out Uh-oh. There are some white spots on my 
stomach[...]' (3). Two input spaces are set up when the reader encounters this line. One is the 
twitter space which contains a Twitter user who tweets about his own life. The other input 
space contains the episode in which Gregor Samsa is lying on his bed one morning examining 
his belly, before he realizes that he has turned into a gigantic bug. A generic space is also 
constructed which contains the skeleton for the blended space. In this case, the generic space 
includes the people who tweet, events being tweeted, the situation which the Twitter user is in, 
the language used in tweeting, etc. 
During the process of blending, content from each mental space is selectively 
projected onto the blended space. For example, the situation of Gregor from the bug space is 
projected to the blended space but the situation of a normal Twitter user is not. On the other 
hand, the 'fact丨 that Gregor in his bug body could not possibly use an iPhone and tweet about 
this own status is not projected. After the selective projection, new mappings are composed in 
the blend to produce a brand new experience for the reader. The Twitter user is mapped with 
Gregor, who tweets about his current status of being a bug. The absence of the situation of 
Twitter user is filled up by Gregor's situation. Hence, the blend is completed in a sense that it 
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can be fully comprehended by the reader. 
Compression happens in almost all blends. It is a process which involves 'lightening' 
the connection between counterparts in different input spaces and results in an emergent 
structure in the blended space (Evans 30). The most common kind of compression involves 
Time, Space, Cause-Effect, and Intentionality (Turner and Fauconnier 2002: 96-97). Elements 
in spaces are compressed according to their property in relation to time, space or cause-effect, 
etc. In the case of Gregor as a Twitter user, different times and spaces are compressed into one 
single time-space in the blend. Since the Twitter user and Gregor belong to different time 
periods in history, their distance across time is compressed in the blend. They are made to 
exist in the same time zone in the blend. This is called the Pattern of Time compression (96). 
It refers to the time overlap, immediate succession, or separation by a short interval which 
happens in a blend. Space is compressed because Twitter or a tweeting device such as an 
iPhone does not exist in Gregor's room. The space has overlapped so that Gregor can get hold 
of a tweeting device and tweet. 
There are several principles which govern the mapping and compression of the 
elements in the process of blending. They are not strict principles which the blend must 
follow. Instead, they show a general pattern which is manifested in different kinds of blend. 
One of them is the existence of a Vital relation' (95). Elements in the blend are mapped 
because the two elements possess a certain kind of vital relation: Change, Identity, Time, 
Space, Cause-Effect, Part-Whole, Representation, Role, Analogy, Disanalogy, Property, 
Similarity, Category, Intentionality and Uniqueness. In the case of Twitterature, the Twitter 
user is mapped with Gregor because of their intention to narrate a story. They both have the 
motivation to talk about their own life. The 'tweets' are mapped with the original text of The 
Metamorphosis due to their identity as a narrated text by the protagonist. These vital relations 
have guided the mapping of elements to construct an insightful blend. 
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riicrc arc times when elements in the input spaces clash with one another and ("ail to 
be compressed. That means there arc two or more elements competing for Ihc same skeletal 
slot ill the blend. For example, there is a clash about the way to express in the case of Grcgor 
as a Twitter user. In the Twitter space, the user tweets online and everyone knows immediately 
what is tweeted. In the Gregor space, Gregor's story is a third-person omniscient narration. In 
order to obtain a global insight from the blend, only the act of tweeting is taken as a way of 
expressing in the blend. Sometimes there are other ways to resolve the clashes. 
Despite its unconscious complexity, the mechanism has indeed related delicately to the 
feeling of the global insight of the blend, which results in apprehension. As noted by Turner 
and Fauconnier: 
There are cases where the clash is dealt with by giving the overall organizational 
power of the network to only one of the input spaces, the framing inputs[...]it brings to 
bear useful compressions that already exist in the framing input; and it evokes 
emotions, seemingly anchored in the trustworthy framing input, that feel to us as if 
they are all-clarifying. [...Jstrong emotions emergent in the blend can induce the 
feeling of global insight, because the highly compressed blend remains actively 
connected to the entire network (Turner and Fauconnier 2002: 129). 
The idea of global insight is in contrast to the 'step-by-step' kind of understanding (Turner and 
Fauconnier 2000: 284). Turner and Fauconnier stress that although we have the cognitive 
power to understand things step by step or in a sudden flash, the latter method would help us 
better cope with new situations. They find it one of our evolutionary advantages and use the 
classical conditioning experiment as an example. Pavlov's dog salivates while it hears the bell 
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after several trials of food after the bell bccausc lhal il has associated the causc (the bell) willi 
the ctTccl (the food) in conceptual integration. Therefore, it cxpccts the food even if il only 
hears the bell. Turner and Fauconnier think that the integration of cause and effect is only 
possible in one mental space (285), despite the fact that cause and effect always happen in a 
sequence, one after another. By the same token, although we can break down the meaning of a 
sentence into different units, we obtain global insight by grasping the sentence almost at first 
glance. This is indeed a phenomenon which we have in the process of conceptual integration. 
Part Three: Blending and Conceit 
From the cognitive perspective, a conceit does not differ much from ordinary 
metaphor in terms of its structure. It is indeed a kind of novel metaphor which is unfamiliar to 
the reader. Despite its unfamiliar linguistic forms, it has employed conceptual metaphor which 
underlies our cognitive structure. Moreover, blending has enabled us to understand the 
combination of dissimilar images, informing how we are still able to understand the conceits 
and keep discovering more meanings from them. Furthermore, conceptual metaphor theory 
and blending theory can help us redefine the problem of the ingenuity of conceits. We will 
know that there are new mappings in the blended space set up by a conceit. Although these 
mappings may not depict reality as such, they are genuine connections of things for us as we 
create them unconsciously in our mind. The connection is real to us as just as the connection 
between food and bell is real to the Pavlov's dog. However, conceits do not lose their 
particularity as a literary trope from the cognitive perspective. By examining conceits case by 
case, we shall see the special, intricate mapping patterns of a conceit. This should help 
redefine a conceit as one of the special tropes in literary history. 
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Conclusion 
Conceptual metaphor theory and blending theory provide us with a comprehensive 
view of the working of metaphor and its astonishing effect. We shall find them useful in 
unveiling the intricate patterns of Donne's conceits. They will inform us of the structure of 
logical conceits and the flow of argumentation in Donne's poetry. They can also expose how 
emotion is conceptualized in Donne's poems, constituting the base for emotional responses in 
reading. 
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C�IIA1)T1<:R TWO: FUNCTIONS OF r30NNi:'S CONCHITS 
Tlie origin ofconccit in metaphysical poetry is cognitive: it is of the mind, rather 
than of the senses. This turn of expression can seldom be used as ornament, for it is 
not simply figurative. Conceits are devices of rhetoric, dependent on the principle of 
analogy. 
A.C. Partridge (233) 
The above excerpt shows a drastic turn in the discussion of conceits in recent decades. A 
conceit, which is commonly known as a 'far-fetched metaphor' and was very often seen 
negatively especially in the seventeenth century (Ruthven 11), is now considered a 
manifestation of a function of the mind. Despite its close affiliation with metaphor, a conceit 
has its own specific characteristics which are worth illustrating by cognitive metaphor theory 
and blending theory. The most frequently quoted characterisation of the conceit is from 
Samuel Johnson. He suggests that a conceit is 'more rigorously and philosophically 
considered as a kind of discordia concors, a combination of dissimilar images apparently 
unlike'. Besides this, the ingenuity of the imagery and the truthfulness of the representation of 
reality are also crucial aspects of a conceit (see part four of section one of chapter one). And 
more importantly, the logical nature of a conceit and its function in a poem are focuses of 
Donnian study in recent decades. 
Critics have tried to analyze Donne's conceits in detail and to provide us with objective 
accounts. They started by a refined definition and a classification of conceits, and singled out 
the logical nature of Donne's conceits. In the 1950s, research was done on the mechanism of 
conceits and the motivation behind the combination of dissimilar images. In the first half of 
the chapter, I will discuss the rhetorical theories of a conceit and the discussion on the logical 
structure of Donne's poems which were prevalent in the twentieth century. We shall see how 
these theories, which delve into the workings of language, approach similar questions as the 
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cognitive approach to niclapliors. I hcy can be seen as disLanl ancestors of conccplual 
metaphor theory and blending theory. However, the cognitive approach to metaphor provides 
better insight for the study of a conceit. In the second half of this chapter, we shall also see 
how cognitive approaches' to conceits can integrate with the rhetorical theories to produce a 
comprehensive reading of Donne's poems. 
Section One: Conceit in Perspectives 
Part One: Definition and Classification of a Conceit 
Rhetoricians at the beginning of the twentieth century deepened their study of conceits 
by providing a precise definition. Besides the heterogeneity of imagery, these critics focused 
on the logical and the intellectual nature of a conceit. Alden defines a conceit as 'the 
elaboration of a verbal or an imaginative figure, or the substitution of a logical for an 
imaginative figure, with so considerable a use of an intellectual process as to take precedence, 
at least for the moment, of the normal poetic process' (137). According to Alden, there are two 
processes for the formation of a conceit, namely the intellectual process and the poetic 
process. Roughly, the poetic process involves the expression of poetic feeling while the 
intellectual process involves the construction of logical reasoning. Later on he gives another 
refined definition of conceits based on the interaction of these two processes: 
To revert to my definition in the former paper, a conceit involves the interruption 
or elaboration of the normal poetic process by a special intellectual process; it may 
nevertheless be truly lyrical, provided the poetic process after all remains dominant, or 
may become mere epigram or vers de societe when the poetic feeling disappears in its 
1 The conceptual metaphors discussed in the chapter, if not specified, are taken from the website 'Metalude' 
(Metaphor At Lingnan University Department of English), a database of conceptual metaphor set up by 
Andrew Goatly and his team since 2002. Examples in the thesis are adapted from the examples in the 
database. 
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favor (Aldcn 1920: 198). 
When the intellectual process dominates the poetic process of the poem, the poem will 
become mere wordplay or a social satire which may lack passion or genuine feeling. 
Nevertheless, how this domination occurs is unspecified in Alden's writings. We may look at 
the classification of the conceit by Alden to take a closer look at his theory of conceits. 
Alden categorizes conceits into different groups: the verbal conceit; the imaginative 
conceit including the standard use of metaphor and simile, personification, and myth; and the 
logical conceit including paradox and the logical-metaphysical type. The verbal conceit 
includes puns, oxymorons, wordplay, etc. Among the imaginative conceits, simile is close to 
the modern definition of metaphor and metonymy, which involves a direct replacement of 
imagery. Personification as an imaginative conceit refers to the personification of virtue or 
abstract qualities such as Desire, Grief, or Patience, which often appear in Sidney's writing 
(1917: 141). The myth type conceit refers to the personification of virtue through the mythical 
figures- For example, Cupid is often used to symbolize love in both Shakespeare and Sidney's 
writings. Among the logical conceits, the paradox type is defined by playful verses which 
involve self-contradiction or contradiction against reality. Last but not least, the logical-
metaphysical type is defined by the logical structure of a conceit emphasizing the intellectual 
process it has brought to the poem. 
Alden points out that conceits used by Donne are mainly imaginative conceits and logical 
conceits. For Donne's poems, he finds difficulty in completely distinguishing these two types 
of conceits (1920: 187). Usually the imaginative conceits are close to the Petrarchan tradition, 
while the logical conceit provides the peculiar feature of his poem. Formally, the use of the 
logical-metaphysical type of conceit has produced two effects in Donne's poems. By sampling 
some conceits of the logical-metaphysical type from the poems in Songs and SonneLs, he finds 
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lliat one group of conceits exhibits traditional playfulness while the other group produces 
'profound intellectual seriousness' (1920: 192). The conccits of 'traditional playfulness' have 
shown how the intellectual process dominates the poetic process and produce the effect of 
playfulness, while for the conceits with profound intellectual seriousness, the poetic process 
dominates the process of conceit construction and produces the respective effect. 
The traditional playfulness involves dialectics and verbal contrast. In The Expiration', 
there are two mutually exclusive propositions, 'if the word killed you’ and 'if the word did not 
kill you' to express Donne's internal struggle in a relationship. In 'Woman's Constancy', there 
is an interplay of antonyms, such as 'true' or 'false', claiming that the lover's honesty reveals 
her inconstancy in love. Tn The Triple Fool' there is a play of different possibilities of being a 
fool. 
However, for more serious poems, the reasoning becomes more complicated. For 
example, 'Air and Angels' can be divided into a few premises, which are 'soul has taken on 
flesh', 'love is the child of the soul' and 'the child should share some properties with his parent' 
(193). The logical conclusion of these premises is that love should involve lust and physical 
attraction. In 'Primrose', there are three kinds of women which correspond to three kinds of 
primrose with different number of petals. When women with 'six petals' and those with 'four 
petals' are not good enough, the woman with 'five petals' is singled out to be the most 
desirable woman. From the above examples we can see roughly from Alden's classification 
his awareness of the complicated reasoning in Donne's conceits as shown by the second 
group, which contains a more complicated argumentative structure. 
Part Two: The Mechanism of Combining Two Heterogeneous Images 
After identifying the conceit, another question which concerns the critics is the contact 
point of the two heterogeneous images, and the motivation behind the contact. Alden suggests 
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an investigation into the 'proccss of composition': 'the sounder method of analysis, il seems, is 
to inquire what the proccss of� composition may be which wc find producing ccrtain 
characteristic effects in the verse of given types or periods, and thus to arrive inductively at 
something which deserves a characteristic name' (1917: 134). He thinks that the 
characteristics of a conceit lie in the process of composition. By looking at the process of 
composition one can give a clearer definition of a conceit. Although he does not provide his 
own answer to the question, many subsequent critics have attempted to articulate this contact 
point in the process of composition. 
In the 1960s, Rosemund Tuve tried to tackle the problem of Alden from a cultural 
perspective. She aimed to discover 'the formal defining element' of a conceit based on her 
analysis of Elizabethan and Metaphysical conceits in relation to the education of logic in the 
sixteenth and the seventeenth century: 
For I would suggest that an image based simultaneously on a number of predicaments 
or common places in logic has a particular character which is formally distinguishable, 
is naturally allied to certain types of function (often closely resembling those of 
dialectic), and is stylistically very striking. I would suggest that a 'metaphysical 
conceit' is just such an image, framed with special subtlety. Tndeed the formal defining 
element in any conceit [...], seems to me to be this use of multiple logical bases, upon 
all of which the comparison obtains. (Tuve 264) 
Tuve thinks that the contact point of imagery lies in 'multiple logical bases'. She bases her 
speculation on how Elizabethan and Metaphysical poets were influenced by the teaching of 
logic during the Renaissance. The teaching of Aristotelian logic at the university curriculum 
in the Renaissance greatly affected the formation of a conceit. She finds out that an average 
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cducatcd person was taught the ten Aristotelian calcgorics or prcdicamcnts as the llrst slcp in 
disciplined thinking (Tuvc 284). Therefore, she assumes that poets at that time may 
unconsciously use Aristotelian categories in building up their conccits. These categories 
include 'substance, quantity, quality, relations, manner of doing, manner of suffering, when, 
where, sitm, and habitus''. These are the aspects of similarity of the seemingly different 
images. The process in which the images are joined according to these aspects is called 
predicament. Predicament refers to the formation of a sentence by attributing a property or a 
relation regarding the categories to the subjects. For example, when we say 'the sun is like a 
sunflower', we find similarity in the color of the two images, which belongs to the category of 
quality. We may also find that both the sun and the sunflower are 'radiating'. This belongs to 
the category of manner of doing. We can see that there is more than one aspect of similarity in 
this metaphor. 
One of the characteristics of Donne's conceits is that most of them are an 'extended 
pursuit of a likeness by basing it on several logical parallels' (294). Tuve cites an example 
from To the Countess of Bedford': Tor, rockes, which high top'd and deep rooted sticke, 
Waves wash, not undermine, nor overthrow.' This involves two logical bases: manner of 
suffering and the quality (295). The high-topped and deep-rooted rocks are compared to the 
profound virtues of the countess with their quality as the logical basis. Moreover, the fact that 
the rock can stand against the waves is compared to the fact that the countess can stand 
against other's criticism. This comparison is drawn in terms of manner of suffering with 
focuses on the cause and effect of a thing since the waves and other's criticism are considered 
the cause to undermine the countess's virtue. Therefore, we can see that manner of suffering 
and quality are both the logical bases for this conceit and there are logical parallels between 
2 Aristotle introduces his canonical list of categories in Section One of his work. Categories. In E. M. Edghill's 
translation, they are 'substance, quantity, quality, relation, place, time, position, state, action, or affection' (4). A 
simple, non-composite expression signifies one of the category. A sentence which involves several categories is a 
composite expression. 
4 0 
ihc virtue and the rock, the criticism and the waves. 
Part Three: Functions of a Conceit in the Argumenlalion of a Poem 
Tuve has indeed investigated the structure of a poem as well as the formal nature of 
conceits. She discovers that analogy is used to introduce different statements into a poem and 
sustains the coherence of the poem. In analyzing The Will', she describes how imagery has 
helped the arguments in the poem proceed: 
The first image is simple and well worn; the second has great logical subtlety because 
Donne has seized upon something that is useless in the sense that what made it 
function cannot get at it, and the parallel with what he can do to love is very accurate 
[...]Because the image is logically so relevant and natural, the suggestions in it, which 
are controlled with great delicacy, have been prepared for by the logical structure 
which governs the whole poem (111). 
However, this preliminary awareness of a coherent logical structure in a poem is not enough 
for explication and analysis. J. B. Leishman provides us with terminology from the study of 
logic by identifying more clearly the reasoning in Donne's poetry: 'in almost every one of 
them there is some kind of argument, an argument which is sometimes conducted in almost 
rigidly syllogistic form[...]are sometimes deliberately outrageous and paradoxical, sometimes 
playful, sometimes mainly or wholly serious' (Leishman 1962: 225). The syllogistic form in 
the poem usually involves two premises and a conclusion. For example, in The Anniversary', 
the syllogistic form of argument can be found by paraphrasing the verse (233): 
1) Everything passes and decays except our love. 
4 1 
2) liven alter death it will he increased rather llian diminished. 
3) But whereas then we shall be no more blest than the other spirits, here on earth 
we are kings. 
Here Donne is proving that his love has made him and his lover better than things on earth 
which will decay and pass. Imagery is almost absent here and the poem seems to be a plain 
argument. However, for other poems such as 'A Valediction: Forbidding Mourning', the 
imagery plays an important role in conducting the argument. Leishman also finds analogy one 
of Donne's favourite methods of supporting his argument (200). Relationships between the 
two feet of the compass are picked out and applied to the relationships between lovers. Tn this 
way, the image, or the conceit, has helped very much in building up the logical structure of 
the poem. 
However, how exactly is the logical nature of a conceit related to the logical structure of 
a poem? Sloan rounds up the discussion of Tuve and suggests that she has successfully 
pointed out the relatability and visibility of images, and their function in introducing 
propositions into the argument. Sloan noted: 
In Donne's poetry a proposition is frequently established by starkly visual means: 
vision brings an image of the proposition within the light of reason with sharp clarity, 
and reason agrees not only that the proposition implies the image but also that the 
image demonstrates the existence of those things stated in the proposition (36). 
Sloan speculates upon what was happening in Donne's mind. Donne might think that if he 
could find a specific relation between certain objects, he could apply this relation on an often 
more abstract issue such as love or religion by discovering the similitude between the objects 
and the issue. There he often employed a series of images in his poems which have striking 
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similarity. For example, in ' 1 lie Sccond Anniversary', the imagery o( beads on a string, tlic 
backbone and the soul's ascent through spheres and its conncction with heaven and carlh all 
share some common relations (Sloan 37). They seem to form a network or a model which 
allows different propositions to enter the poem. In this sense, Sloan finds that visual images 
have provided a 'simple spatial model' for abstract propositions: 
Thus, like those emblematic, often grotesque pictures in old logic books, the starkest, 
most visible realities can serve as simple spatial models of the most abstract 
propositions whenever some aspects of one argue some aspects of the other. Reason is 
reached, and memory served, through the mind's eye (37). 
He suggests that this spatial model created by imagery will enable the reader to manipulate 
complex and abstract propositions in their mind and hence understand the argumentation in 
the poem. He seems to suggest that an image does not only produce the representation of the 
reference of the imagery. The image also creates a spatial model of the image which includes 
relationships with other objects. Moreover, he thinks that not all images can serve this 
purpose. Only images which are stark, visible can strike our nerves by presenting us a whole 
new set of relations and experiences in illustrating the ideas. 
From the discussion of Alden, Tuve and Sloan we can see the development of the 
rhetorical theory of a conceit in the twentieth century. They have pointed out several 
important issues in the discussion of conceits and given preliminary answers, which suggest a 
possibility for a unifying and comprehensive theory of conceits. 
Part Four: Comparison Between the Rhetorical Approach and the Cognitive Approach 
The rhetorical approach and the cognitive approach both attempt to study the mechanism 
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hkkkn in the use of language, and, in turn, to solve the mystery concmiiiig crcaLivity and 
understanding. Interestingly, the recent development in rhetorical theories of conccils has 
reached similar conclusions as that of conceptual metaphor theory and blending theory from 
the cognitive approach. However, apart from their similarity, we shall see that a cognitive 
approach can provide a more comprehensive account of a conceit. 
Both rhetorical and cognitive approaches account for how dissimilar images are 
combined. Tuve suggests that there is a 'logical base' for the motivation of a conceit which is 
founded on Aristotelian categories. This postulation of a 'base' is external to the vehicle and 
the tenant of a metaphor. On the other hand, according to blending theory, the space which is 
external to input spaces functions as a space for elements from different input spaces to 
combine and form new meanings. Blending theory can give a more detaileded illustration of 
how elements from an input space are combined and how meanings are produced. 
Moreover, both theories have pointed out different kinds of subtle relations of dissimilar 
images. Tuve's speculation on the use of Aristotle's categories shares some similarities with 
Turner and Fauconnier�postulation of vital relations, which are relations between elements in 
the mental space. However, Tuve's list is cultural-specific while Turner and Fauconnier丨s list is 
universal. Tuve has noted that Aristotelian categorises were taught under the influence of 
Ramist logic, which was a modification of the logical system by Ramus based on Aristotelian 
logic. Therefore, Tuve's speculation on the subtle relations of imagery may not cover the 
whole range of relations between imagery. It is based on the cultural condition and may not 
represent the universal human condition. On the contrary, blending theory has listed out 
fifteen vital relations of the combination of conceptual elements with substantial linguistic 
evidence. It has provided a comprehensive coverage and a common language to analyse 
different literary examples. Although this list may still be subject to modification, it represents 
a list of relations which are embedded in our cognitive system. 
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rhirdly, both theories suggest that an image is more than a representation of an objcct in 
oiir mind. They suggest that an image establishes a network of meaning or relations oncc it 
enters our consciousness through reading. Sloan has touched on the idea of the 'spatial model' 
and suggested that there is such a model behind the expression which allows the reader to 
bring in abstract propositions from different perspectives. This undeveloped notion shares 
resemblances with the idea of an idealized cognitive model (ICM). The idealized cognitive 
model contains a range of experience and abstract knowledge about certain aspects of life. 
Therefore there is a range of lexical concepts which fall into the category. Going back to the 
example of The Second Anniversary', we may claim that the imagery in the poem is taken 
from a model built up according to Donne's own experience of the world. In this way, a whole 
range of Donne's conceits can be explained and Donne's own special perception of the world 
can be investigated. 
Besides the above advantages, the cognitive approach provides a better illustration of the 
mechanism of the construction of a conceit. Conceptual metaphor theory explains the 
motivation for the combination of dissimilar images while blending theory details the 
mechanism of composition. In conceptual metaphor theory, the linguistic level is explained by 
the conceptual level of language. At the conceptual level, there are conceptual metaphors and 
knowledge structures which underlie linguistic expressions. One of the motivations for the 
composition can be the culturally entrenched conceptual metaphors in our culture. For 
example, LIFE TS A JOURNEY is a culturally entrenched metaphor which is coherent with 
our general feeling towards vicissitudes in life. It is generally shared by the culture of English 
speakers. It motivates linguistic expressions like 'I am finished', 'there is an obstacle before 
me', 'the career path for her is never smooth', 'life is a boring trip'. We can see that the LIFE 
domain and the JOURNEY domain have been in 'contact' with each other because they are 
activated by our culturally shared experience embedded in conceptual metaphor. This is 
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ditTcrcnt IVotn the historical study of Tuve since culturally cntrcnchcd metaphors arc not 
metaphors which belong to a specific period of time in history. They generally exist in a 
culture or a race and are embedded in daily language. 
The process of the composition of conceits is made clear in blending theory, which 
involves universal human abilities such as selective projection, compression of mental 
elements and conceptual integration. According to blending theory, usually one or more input 
spaces are induced by a linguistic expression. During the on-line meaning construction 
process, some elements from the input spaces are compressed into one element and are 
projected onto the blended space. There are emergent meanings from the blended space. The 
reader will then obtain the global insights when he understands the novel linguistic 
expression. 
This process of the composition of a conceit is closely related to the introduction of a 
proposition into a poem. Very often Donne employs several conceptual metaphors in the 
poem. Each introduces a statement or a proposition which he is going to argue. The meaning 
construction process has enabled us to perceive changes in meaning and in the argument. A 
linguistic cue such as an image can activate a mental space which in turn bring a new 
proposition into the argument. This new space interacts with other existing spaces and 
produces meaning in the blended space. In this sense, a new proposition is introduced into the 
argument of the poem and helps the argumentation proceed. 
We can see that unexplored notions such as Sloan's 'spatial model' in the rhetorical 
theories of a conceit are elaborated by the cognitive approach to metaphor. Moreover, the 
cognitive approach has shed light on the workings of a poem and exposed more details than 
what the rhetorical theories of a conceit can do. 
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See lion Two: hiinctions of Donne's Conccits 
In this scction, I am going to show different forms of argumentation in Donne's conceited 
poetry. 1 would like to show that instead of introducing a counter-argument into the poem to 
argue against the original statement, Donne is introducing a 'counter-scenario']. The scenario 
is made possible by blending different input spaces which recruit partial knowledge from the 
conceptual domains. I will start by analyzing 'Lovers' Tnfiniteness' as a typical example of 
Donne's argumentation. Then I will explicate the two types of conceit in Donne's Songs and 
Sonnets which have been indicated by Williamson: 'Donne really used two types of 
conceits. One is what we may call the expanded conceit, which is the exposition of an 
extended comparison; the other is the condensed conceit, which is a telescoped image that 
develops the thought by rapid association or sudden contrast' (423). I would like to analyse 
the compass metaphor in 'A Valediction: Forbidding Mourning', the pinnace metaphor and 
child-parent metaphor in 'Air and Angels', and the conceit in The Legacy' as examples of 
condensed conceits. For examples of extended conceits I would like to analyze 'A Valediction 
of My Name, in the Window' and ’A Lecture Upon The Shadow'. We shall see how blending 
theory exposes the logical processes and the mechanisms of image production in these 
conceits. 
Part One: Analysis of ‘Lovers' Infiniteness' 
'Lovers' Tnfiniteness' does not attract much attention from the critics compared to other 
more frequently analyzed poems such as 'A Valediction: Forbidding Mourning', The Flea', or 
3 The term, 'scenario', used in this thesis is different from the idea of'scenario' developed by George Lakoff 
(1987). His idea o f scenario' refers to a stable knowledge structure in our memory which does not only 
contain elements, but also actions and attitudes in a specific situation. A typical example is the 'restaurant' 
scenario, in which we know that there should be waiters, waitress, customers, the chef and things we should 
and should not do in a restaurant. This knowledge structure helps us to cope with different situations and 
understand different text. However, 'scenario' in this thesis refers to a conceptual structure created in the 
process of understanding. It recruits elements from general knowledge structures and is subjected to 
modification. It is similar to a mental space but it contains an almost complete situation which includes 
integrated elements, properties and relations. 
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• l lie Canonization'. However, it is outstanding in terms ol" its argumentative form. Aldcn has 
catcgorizcd the conceit in this poem as the logical-metaphysical type and paraphrased it as 
follows: 'What you gave was your whole heart; hence whatever has grown there since should 
be mine too. 1 do not wish all at once, however, for since my love grows daily it should have 
new rewards awaiting if (1920:193). In the paraphrase, the use of 'hence', 'however', Tor 
since' hints at the compactness of this poem, indicating that there are a few propositions which 
build up an argument. Other critics have also noticed the logical structure of the poem and 
how it reaches its conclusion step by step (Nutt 90; Williamson 32). Therefore, we can see 
that 'Lovers' Infiniteness' has shown Donne's typical way of reaching his conclusion by the 
introduction of propositions through images. Andrew Goatly has also done a brief cognitive 
linguistic analysis on 'Lovers' Infiniteness': 
First he attempts to modify the transaction with the image of growth on agricultural 
land [...] Finally he realizes the riddles or paradoxes which make the transaction 
metaphor break down[...]The solution to this is to give up the whole metaphor of 
exchanging hearts/loves and to talk about uniting hearts (2008: 201). 
My analysis is an elaboration of this, especially on the process of modification. Modification 
occurs to the mental spaces as the discourse unfolds (1995: 184). It may recruit elements from 
other mental spaces in the online meaning construction process. In my analysis of the process 
of understanding, I am going to stress how the conceits have brought in the propositions 
which Donne is going to argue. The basic statement which Donne argues against is that love is 
a possession. The first and second refutation of this statement is done by elaborating the 
statement into some counter-scenarios which produce the meaning that 'possessive love is 
prone to dishonesty' and 'possessive love is prone to seduction'. The third refutation is done by 
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iiUmclucing a new conccptiial metaphor to crcalc a counter-scenario which then produces llic 
meaning that 'possessive love is incompatible with the improvement of one's relationship'. In 
the end, he introduces the idea of unity and infinity which is an element taken from the 
previous scenario. In looking for these conceptual metaphors, an intimate connection between 
Donne's language and our language is revealed. Moreover, the emergent blends of different 
spaces from respective domains have exhibited a special pattern. Let us examine the first 
stanza: 
IF yet 1 have not all thy love, 
Dear, I shall never have it all; 
T cannot breathe one other sigh, to move, 
Nor can intreat one other tear to fall; 
And all my treasure, which should purchase thee, 
Sighs, tears, and oaths, and letters T have spent; 
Yet no more can be due to me, 
Than at the bargain made was meant. 
If then thy gift of love were partial, 
That some to me, some should to others fall. 
Dear, I shall never have thee all. 
In the first stanza, two conceptual metaphors, HUMAN IS VALUABLE 
OBJECT/COMMODITY and RELATIONSHIP IS MONEY (Goatly 2008: 199) are induced 
by the use of words, 'treasure', 'purchase', 'spent' and 'bargain'. These two metaphors suggest 
that love is a possession of the lover as the basic statement of the poem. HUMAN IS 
COMMODITY suggests that the human being is a product or good which can be bought or 
sold in trades. Tn this metaphor, the passivity of an individual and his value in a social system 
is highlighted, while the agency of a person and his ability to control his own love is hidden. 
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Ciciicial metaphors includc sell ’promote, praise' {pcnpk try lo sell themselves in interviews), 
j e � v d 'very kind and helpful person' (you are the jewel in my eyes), refined 'extremely polite' 
(M has rcfmed manners), etc. Moreover, the buyer has the right to own the goods they buy in 
the trade, like buy 'employ' {I buy you to spy on my enemy), belong 'is employed' {you belong 
to this company). RELATIONSHIP IS MONEY suggests that there is a similarity between 
manipulating money and manipulating a relationship. In this metaphor, what is highlighted is 
the value of a relationship in a system which involves social judgment or individual value 
judgment. Moreover, mutual love is considered a bargain or exchange in trades. Expressions 
such as expense 'to the disadvantage of ’ {they love at the expense of each other), dear 
'beloved' {she is my deary), indebted 'grateful for help given' ( / am indebted to my mother), 
asset 'useful or valuable quality or skill for an organization' (the elderly is the treasure of a 
family) imply the metaphor. They suggest that a relationship involves taking and giving which 
is akin to the transaction of money. Both conceptual metaphors suggest that love or lovers can 
be possessed in exchange for something. 
There is a mixture of the above conceptual metaphors ongoing in the poem. If we read 
closely, the persona's lover is both the desired possession of the persona and the seller of her 
own love. Also, her love is another desired possession. The first line, 'IF yet I have not all thy 
love’，employs RELATIONSHIP IS MONEY since the persona wants to possess the love of 
the lover as if the relationship is a property to him. The fourth to sixth line suggests that 
HUMAN IS VALUABLE OBJECT/COMMODITY since the lover is a good to be purchased. 
Meanwhile, the word, 'bargain', in the eighth line suggests that the lover is the seller of her 
own love. This draws us back to the conceptual metaphor RELATIONSHIP IS MONEY in 
which love is in a form of money or token, that can be distributed to different people such as 
the suitors of the persona's lover. 
How can reader understand the first stanza despite the ambiguity when different 
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conccptual niclaphors arc presented a I the same time? Indeed, sclcclivc proJccLion has played 
a crucial role in creating input spaces by recruiting elements from different domains in a 
conceptual metaphor. These spaces are subjected to modification when new elements arc 
added into the space. We can see that at the end of the first stanza the original space has been 
modified into a new scenario to show that the relationship between the persona and his lover 
is vulnerable to distraction or dishonesty, since the persona fails to have all the love from his 
lover. This is the first counter-scenario to the basic statement of love as a possession. 
The target domain and the source domain in the conceptual metaphors have provided 
partial knowledge for setting up the mental spaces in the on-line meaning construction process 
(Turner and Fauconnier 1995: 183). Therefore, in the first stanza, two mental spaces, one 
involving trading as the frame (trade space) and one involving the lover and the relationship 
(love space) is built from the HUMAN/RELATIONSHIP domain and the OBJECT/MONEY 
domain respectively. The trade space consists of the product, its price, the buyer, the seller and 
the process of trading. The love space consists of the persona, his lover and the passion from 
each of them. The lover is mapped with the seller while her love is mapped with the product 
to be sold. Only the trading frame from the trade space, which involves the relations between 
the elements such as transaction and the act of buying and selling, is projected onto the 
blended space to organize the elements from the love space. Hence, in the resulting blend, the 
persona fills in the slot of the role of the buyer and his lover fills in that of the seller. From 
then on, the relationship between the persona and the lover operates according to the trading 
frame in the trade space. 
Then, the line, 'if then thy gift of love were partial' gives new elements to the blend to 
modify the original scenario to a new scenario that the product sold by the seller may be 
broken or be only partial, probably due to dishonesty. The dishonesty in trade is projected 
onto the blended space which results in the dishonesty in love. This emerges as a proposition 
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being introduced to the argument. 
The scenario of love and trade continues through the first half of the second stan/a. 
However, another subtle relationship of love is implied, which adds new elements into the 
blended space of trade and love to introduce another counter-scenario in which love is prone 
to seduction. 
Or if then thou gavest me all, 
All was but all, which thou hadst then; 
But if in thy heart since there be or shall 
New love created be by other men, 
Which have their stocks entire, and can in tears, 
In sighs, in oaths, and letters, outbid me, 
This new love may beget new fears, 
For this love was not vow丨d by thee. 
The word 'outbid' informs the reader that a new element is activated in the trade space. It is a 
scenario in which another buyer may give a higher price than the initial buyer and 
successfully win in the bidding. The scenario is that the lover offers her love for bidding and 
the suitors come to compete with the persona and bid for it. In the process of blending, only 
the process of bidding is projected onto the blended space to organize the elements from the 
love space. The persona fits into the role of a bidder and the love from the lover fits into the 
role of the item for bidding. However, the scenario keeps being modified in the process of 
reading, which complicates the relationship between the persona, the lover and other suitors. 
The word 'created' is introduced and we find that some of the elements in the love space 
are projected onto the blended space, thus altering the bidding frame and modifying the 
previous scenario. Since we know that buyers do not create new values or improve the quality 
of the product, the idea of those men who are capable of creating love in the heart of the 
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pcrsona's lover is taken from the 'love' IVamc in the love spacc, in which suitors may altcmpt 
to scdiicc the lover. In the blended spacc, the suitors become both the crcator and the buyer of 
the lover's love. This scenario is only possible in a blended space, in which giving more love 
to 'buy' the lover's love would create more love in her. We can see that possessive love is 
prone to seduction in the developed scenario of the original blend. The blending pattern is 
kept modified, talcing elements from different spaces. 
The third counter-scenario to the idea that love is a possession begins at the last part of 
the second stanza in which the conceptual metaphor IDEA/EMOTION IS PLANT is 
employed to show that possessive love is incompatible with the improvement of the 
relationship. In this metaphor, the gradual changes of emotion are highlighted, while the 
simultaneity and the unexpected outburst of emotion is hidden. Moreover, the metaphor also 
highlights the need to nurture or sustain a relationship. This is a common metaphor which 
underlies expressions such as deep-rooted 'well-established' {her love is deep-rooted), grow 
'develop' (their love will grow with age), seed 'beginning of a process which will develop' {he 
has planted the seed of hatred in his son's heart), branched 'divided, unfaithful' {her heart 
branched when she met her), etc. Emotions and plants are the ontological correspondences in 
this conceptual metaphor. Another ontological correspondence is the heart and the farmland of 
the plant, which provide 'places' for the growth of emotions and plants respectively. Epistemic 
correspondences include changes in emotion and changes in a plant, the increase in the 
intensity of the emotion and the growth of a plant, etc. We can see such correspondences at 
the end of the second stanza and the beginning of the third stanza. 
The ground, thy heart, is mine; what ever shall 
Grow there, dear, I should have it all. 
Yet I would not have all yet. 
He that hath all can have no more; 
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And sincc my love doth every day admit 
New growth, thou shouldsl have new rewards in store; 
The PLANT domain has activated an input space of 'farming' with 'the ownership of 
farmland' as the frame. During the Renaissance, the idea of plantation was introduced. There 
were farm workers who worked on the farmland of landlords or royal families. The harvest 
did not belong to the worker, but to the landlord. This provides a cultural basis for the 
construction of a mental space, which then introduces a new relationship between lovers. 
Therefore, the farming frame consists of the soil (or the ground), the plants grown on the soil, 
the farmer, the landlord and the ownership of the land by the landlord. In the blend, elements 
from the LOVE space are projected onto the blended space to fill the slots of the farming 
frame. The persona fills the slot of the landlord, while the lover's heart fills the slot of the 
farmland. And the farmer of the land may either be the lover herself or the suitors. This 
creates the scenario in which love from the lover may be created by her own or by other 
suitors. Meanwhile, the ownership of the land is also projected from the farming space. The 
emergent meaning is that the love from the lover should be directed to the persona who has de 
facto owned the heart of the lover. Hence, the persona has the right to own all his lover's love. 
This is another form of possession of love, where lies a paradox that Donne is going to point 
out. 
In the farming frame, the plants grow every year. Hence there is often extra harvest in 
store, even though the farmer gives his harvest to the landlord at the end of the year. Tt is 
impossible for the farmer to give 'all' the harvest he has because the land will keep growing 
plants. When the above farming space is blended with the love space, the result is that 'thou 
canst not every day give me thy heart. If thou canst give it, then thou never gavest it’. Once 
again, blending occurs for the love space and the farming space. The above relation from the 
farming frame is projected onto the blended space so that love will grow infinitely like the 
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plant. Thus, the conclusion emerges as a fact that the persona cannot possess all his lover's 
love. These crcatc the counter-sccnario to possessive love. 
The solution to love's limitation lies in a conceptual metaphor RELATIONSHIP IS 
PROXIMITY/COHESHION. Goatly (2008) has shown its existence in Donne's love poems. 
He has used many linguistic examples to show that a good relationship is conceptualized as 
'being close physically, or being physically attached, or forming one indivisible unit' (2008: 
186). This can help us to understand Love's riddle in the rest of the poem: 
Love's riddles are, that though thy heart depart, 
It stays at home, and thou with losing savest it; 
But we will have a way more liberal, 
Than changing hearts, to join them; so we shall 
Be one, and one another's all. 
There are two love's riddles: when the heart departs, it stays at home; and the lover saves 
her heart by losing it. These scenarios cannot logically be simultaneous since one cannot both 
leave and stay at a place, and cannot lose and own the same thing. The way to resolve this 
paradox is that we conceive at the same time the physical distance and the mental distance of 
the lovers. The physical distance in the input space is set up by the word 'depart' while the 
mental distance is set up by the conceptual metaphor RELATIONSHIP IS 
PROXIMITY/COHESHION. Since a relationship is often conceptualized in terms of physical 
distance, we often easily infer from a mere depiction of physical distance that depiction of the 
mental distance, i.e. the relationship between two persons, is also implied. In this paradox, 
even though we know that one cannot be in two places at the same time, we know from the 
conceptual metaphor RELATIONSHIP IS PROXIMITY/COHESHION that mental distance is 
refereed here and it is possible for a couple to get a closer relationship when they are separate. 
Therefore, we resolve such a paradox by distinguishing physical distance with mental 
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distance, and rccogni/ing the use of conccptual metaphor in the sccond statcmcnl (it stays at 
home), instead of the first statement (when the heart departs). 
The second paradox works in a similar way. It is a direct refutation of possessive love in 
a sense that if one chooses not to possess it, one will save it and keep it vital. Again, two roles 
are created in the blend. One is the object which is lost and one is the object which is saved. 
The former refers to a physical lose while the latter refers to a mental rescue of love. In this 
way, we are able to understand the paradox which seems illogical. 
The last three lines have provided us with a scenario which gives a solution to all the 
problems produced by love as a possession. The key word here is 'join'. When 'join' employs 
the root analogy of RELATIONSHIP TS PROXIMITY, we can infer that there is no distance 
between two joining objects. They obtain the highest proximity and hence the highest state of 
love in which two become one. With this conceptual metaphor, the idea of unity is introduced 
as a solution to the several counter-scenarios of possessive love. 
Nevertheless, the conclusion makes one step further from the unity of lovers to the 
infinite extension of love of the two lovers. Since they become one, they are 'one another's 
air. Whoever increases his love, the other will follow and thus leads to 'lovers' infiniteness丨. 
The idea of infinity is not projected from the conceptual metaphor RELATIONSHIP IS 
PROXIMITY because infinite distance would only mean perpetual departure and death. It is 
also not from HUMAN IS VALUABLE OBJECT/COMMODITY or RELATIONSHIP IS 
MONEY since they imply possessive love, and infinity in money or commodity is often 
unrealistic. The only possibility is that the idea of infinity is drawn from the PLANT domain 
in IDEA/EMOTION IS PLANT, in which the plant can grow infinitely. This is brought up in 
the meaning construction process and is blended with the idea of love and the relationship 
between two lovers. So in the blended space of where lovers become a unity, the quality of 
infinite love is also projected on them, and hence implies the ultimate perfect love. We can 
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also see lhal elements iVom mental spaces arc very flexible in Donne's mind and can easily he 
rccallcd and pmjcctcd to the blended spaces. 
Part Two: Condensed Conceits 
A condensed conceit is defined by Williamson as ,a telescoped image that develops the 
thought by rapid association or sudden contrast'. It is a prevalent trope in Donne's poems 
which often gives us surprise and wit. We may find many examples in famous poems such as 
'Air and Angels', ’A Valediction: Forbidding Mourning' and The Legacy'. In some cases, we 
may not even be able to identify any conceptual metaphor. It is simply a blend of two mental 
spaces, which give rise to a more stunning effect. Tn 'Air and Angels', a relationship between 
two lovers are compared to a boat. 
Whilst thus to ballast love I thought, 
And so more steadily to have gone, 
With wares which would sink admiration, 
T saw I had love's pinnace overfraught; 
In constructing or understanding this conceit, two input spaces are set up with the words 
'pinnace' and 'sink'. These four lines create a scenario that if one wants to make a boat travel 
steadily, one has to put some weight on the boat. However, if one puts too much weight on the 
boat, the boat would sink. This is the content of the boat space. In the love space, which is 
obviously set up by the word, 'love' contains the lover's relationship and the love of the flesh 
which recruits from previous stanza:丨I bid Love ask, and now that it assume thy body, I allow, 
And fix itself in thy lip, eye, and brow； These lines suggest that the persona cannot restrain 
from loving his lover's body and being physically attracted to her. 
In the blend, the intensity of the physical attraction is compressed with the weight of the 
goods placed in the ship. These are projected on the blended space in which love is 
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suhstaiUialcd as a pinnace. This blended spacc is modi (led when the weight oC the ship's 
goods increases. This increment is projected onto the blended spacc in which the intensity of 
the love for flesh is also increased. The consequence of such an increment is projected onto 
the love relationship as well and thus the meaning of the sinking boat emerges. We know that 
failure is often conceptualized as shipwreck and we have the conceptual metaphor FAILURE 
IS SHIPWRECK. In this metaphor, the catastrophic impact of the failure is amplified and 
highlighted. Examples are on the rocks 'likely to fail soon' {I think his career is on the rocks), 
founder Tail because of particular difficulty or problem' (his business founders for lack of 
human resources), sink 'fail' {we do not want the boat to sink when we are on the same boat), 
etc. Hence, we can easily infer that lusty love will bring harm to the relationship and 
eventually make it fail badly. This conceptual metaphor has guided and enriched the process 
of blending by providing a partial knowledge structure and mapping pattern. Changes of the 
input space can modify the original scenario into a counter-scenario to argue against the 
original notion of lust and physical attraction. 
Another well-known conceit is the metaphor of the compass in ,A Valediction: 
Forbidding Mourning'. Criticism on this conceit has followed the ups and downs of Donne's 
reputation. Only in recent decades, critics have given it a closer attention. Martz points out the 
logical nature of this conceit: ‘the very rigor and intricacy of the famous image of the 
compass at the end may be taken to suggest a rather desperate dialectical effort to control by 
logic and reason a situation almost beyond rational control' (48). That means the image itself 
already constitutes a tight and compact reasoning but at the same time gives a powerful effect 
which is more than 'rational control'. Leishman notes the intimate relation between the 
'substance' and the 'logical skeleton' o f 'A Valediction: Forbidding Mourning'. He argues that it 
is not easy to separate the poetry from the argument (Leishman 233). Therefore, despite the 
surprise and wit with which it has impressed generations of readers, we should give closer 
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allcntioii lo how I lie conceit fiiiictions in the argumcnlation of the poem. 
1 lie compass metaphor expresses the enduring mutual love which is not susccplibic to 
separation. It is proposed in order to alleviate sadness brought by the departure of the persona. 
More importantly, the fidelity of the lover has given the persona confidence to stay loyal to 
her. Two different aspects of the relationship are recognized by the critics: the dependence of 
the persona on his lover and the constancy and the stability of their relationship. A.J. Smith 
points out that the persona loves his mistress so much that 'he depends upon her for his 
understanding, his growth, violently dissolved, annihilated, made nothing and the 
quintessence of nothing by her death' (126). He focuses on the psychological dependence of 
the persona towards his lover. Some critics point to the perfect love implied by the circle 
drawn. It symbolizes the 'constancy in change': 'the compass, an illustration of constancy in 
change, draws a complete circle-a symbol of perfection. Like the two legs of a compass, they 
are assured of eventual reunion' (Bloom 65). We shall see how the process of blending has 
helped produce these two possible readings of the compass metaphor. 
The input space, love, has been set up before the introduction of the compass metaphor 
and the scenario is that he and his lover have to be separated for a while, even though their 
souls are one. Hence, in the love space, there are the lover, the persona, their intimate 
relationship, and the scenario that the persona is going to travel and leave his lover for some 
time. The compass space does not only contain a compass, but also parts of the compass, the 
movement of the compass and the relation between the feet of the compass. Tn the following 
stanza, the compass space has unveiled itself and its elements are mapped with the elements 
in the love space. 
If they be two, they are two so 
As stiff twin compass are two; 
Thy soul, the fix'd foot, makes no show 
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To move, but doth, iftlV other do. 
And though it in the centrc sit. 
Yet, when the other far doth roam, 
It leans, and hearkens after it, 
And grows erect, as that comes home. 
Such wilt thou be to me, who must. 
Like th' other foot, obliquely run; 
Thy firmness makes my circle just, 
And makes me end where T begun. 
In the compass space, the feet of the compass are mapped with the loving couple. The 
fixed foot is mapped with the lover while the moving foot is mapped with the persona. The 
trip of the persona is mapped with the circle that the compass draws, which implies his return. 
These mappings are not motivated by culturally entrenched conceptual metaphors. Elements 
are compressed into a single unit in the blend according to vital relation, Role. The compass 
space informs us that there are two roles of the foot with one standing still and one traveling 
steadily around it. These are mapped with the elements from the love space. Therefore, the 
ontological mapping between the loving couples and the foot of the compass is established. 
Furthermore, epistemic mappings between the love space and the compass space also 
occur. For example, as suggested by Smith, the dependence of the moving foot on the 
standing foot for a perfect circle is mapped with the dependence of the persona on the lover 
for a perfect relationship (1983:126). Here a conceptual metaphor 
CERTAINTY/RELIABILITY IS FIRMNESS is employed to guide and to enrich the process 
of blending. In this metaphor, reliability as an abstract quality is highlighted by the physical 
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allrihiilc of an objcct, usually a piccc of wood or a metal. In our conventional language, wc 
often compare something firm in its physical status to the reliability of a company or an 
organization. Examples are from firm evidence 'completely reliable, (The bloody 
handkerchief is the firm evidence of the identity of murderer), fix 'make definite' (she has 
fixed the schedule for her trip to Europe), solid 'loyal and dependable' (he is a solid fan of 
Michael Jackson), etc. Hence, when we map the lover in the love space to the fixed foot in 
compass space, we also map the firmness of foot as loyalty and reliability to the person in to 
the blended space. 
Other mappings include the perfection of the circle and the perfection of the relationship; 
the destiny of the moving foot to go back to where it starts and the destiny of the persona to 
go back home; the coordination of the feet of the compass and the coordination between the 
loving couples. The epistemic mappings have generated different emergent meanings such as 
the dependence of the persona and the constancy of the relationship suggested by the critics. 
When Donne is not using a conceptual metaphor, blending plays a more significant role 
in the work to bring in new relations to the argument. XYZ construction (丨X is the Y of Z') is a 
typical structure of blending (Turner and Fauconnier 2002: 147). Tt is often seen in Donne's 
poems. In an XYZ construction, X, Y, Z are noun phrases. It is a linguistic cue to signal the 
construction of an XYZ integration network. In this network, the Y expression sets up two 
roles in a common frame to which elements from X and Z can be connected. These roles can 
be father-daughter, brother-sister, president-company, teacher-student, etc. For example, in a 
sentence 'perseverance is the key to success', 'the key to' expression has created a relation 
between a certain method and the results from the method. Perseverance and success can 
nicely fit into this relation by conceptual integration. Many condensed conceits in Donne's 
poems also work in this way. For example, in 'Air and Angels': 
But since my soul, whose child love is, 
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lakes limbs of llcsh, and else could nothing do. 
More subtle than the parent is 
Love must not be, but take a body too; 
The poem begins by addressing the lover as a 'lovely glorious nothing', as if she is a 
supernatural being. Alden has picked out the logical-metaphysical conceit in this poem by 
giving the paraphrase: 'I loved you at first as an invisible angelic spirit; but since my soul has 
taken on flesh, love, which is its child, is entitled to a body like its parent; and it is your body 
it assumes' (Alden 1920: 193). He notices that the conceit has drawn us to the idea that love is 
the child of the persona who has both soul and body, as expressed in the above excerpt. Donne 
then concludes that his love must 'take a body' because the child cannot be more 'subtle' than 
his parents. This is not a conventional use of parent and child relation and there is no common 
conceptual metaphor which leads us to this application of parent-child relation. Here the 
blending of two related input spaces, the love space and the parent-child space, has played a 
crucial role in our understanding of the text. If we paraphrase the verses we can find a typical 
XYZ construction: 'love is the child of the persona who has both soul and body'. In this case, 
'the child of set up a space which consists of a parent-child relation. It consists of'open-ended 
connectors' (Turner and Fauconnier 2002: 153) for 'love' and 'the persona who has both soul 
and body'. The parent-child relation is then used to structure the relation between them in the 
blended space. Our understanding of the parent-child relation such as family resemblance, 
inheritance and the intimate blood bond are projected onto the blended space, which then 
creates several new meanings and interpretations such as that the persona's love needs both 
the spiritual and the physical part. We can see that the new construction of the persona as the 
parent of love emerges in the blend. 
There are many instances of the XYZ expression in Donne's poems which often lead to 
paradoxes as well as insights. In The Legacy' the conceit is developed from an imaginative 
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situation in which the persona is both the cxccutor and Icgacy of himscll". Although Ihcrc is no 
simple 'X is the Y of Z’ expression to be found, the XYZ network is working for the 
development of the poem, as indicated by the last couplct of the first stanza: 'Though I be 
dead, which sent me, 1 might be/ Mine own executor, and legacy.' We may separate the 
couplet into two XYZ expressions: The persona is the executor of his dead self and the dead 
self is the legacy of the persona. The role of an executor is to carry out the will of the dead 
which often involves the distribution of the legacy. This new relationship is established in the 
blended space in which open ended connectors of the Y expressions are connected to the 
persona and a counterpart of him who is dead. This connection is not uncommon since we 
often encounter a relation of an action, which is usually performed on somebody other than 
the agent, that can be acted upon the agent. Examples include 'I am the hairdresser of myself 
(I cut and style my own hair), ‘I am my own teacher' (I learn from my own experience), 'She is 
a friend of her own self {she is rather secluded from other people), etc. What is special about 
Donne's construction of the XYZ expression is that one cannot literally be one's own executor 
and legacy. Usually the persona must be the executor and legacy of somebody else or 
somebody is the executor and the legacy of the persona. Therefore, the X-slot and the Z-slot 
must be filled with different persons. However, in the poem, our mind is forced to create 
elements for the connectors or slots in the frame, by assigning two personas to fill up the X-
slot and the Z-slot. This completes the XYZ integration network and the global insight of the 
expression is obtained. This also creates this new relation between different selves, which 
may imply the internal struggle of the persona. The meaning which emerges from this 
integration network is developed in the second and the third stanza in which the persona 
dissects his body to look for his own heart which he intends to bestow upon his lover. We can 
see that the apparent paradox is resolved in conceptual integration in the XYZ network, which 
is a stable blending pattern that may even force us to create new elements to fill the slots. 
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Part Three: Expanded Conceits 
The expanded conceit involves 'extended comparison' (Williamson 423). Donne crcatcs a 
single scenario and tries to exhaust the comparison in it. He tries to delve into the relations in 
nature and things, and to apply them to more philosophical and abstract issues. For example, 
in 'A Valediction of My Name, in the Window', Donne sustains the very same scenario 
throughout the poem as if he is telling a story. As Alden has paraphrased it: 'My name cut on 
the glass is a kind of skeleton of me; and where the bones are, the rest of the body will return 
at the resurrection. Meantime, until my return, reunite my scattered body' (1920: 192-193). 
This is a blend which involves the name space and the persona space, which many of the 
actions and properties of the persona are mapped with the properties of the name. 
In the blend, the name and the body of the persona are compressed and the quality of the 
persona is projected and blended with the carving on the glass. Therefore, the name bears the 
physical existence of the persona, which adds 'firmness' to the glass:丨MY name engraved 
herein, / Doth contribute my firmness to this glass'. Moreover, there are emergent ontological 
mappings between the name space and the persona space. For example, the 'point' and the 
'dash' of the name is mapped with the body of the persona and their durability is compressed 
with the steadfast determination of the persona. Therefore, we understand that the persona is 
going to remain chaste and loyal towards his lover in any circumstance. 
As no one point, nor dash, 
Which are but accessories to this name, 
The showers and tempests can outwash 
So shall all times find me the same; 
You this entireness better may fulfill, 
Who have the pattern with you still. 
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riic words, 'rafters' and 'tile', introduce the house spacc, which contain lhc house and ils 
building materials. The stroke of the name, the body of the persona, and the building material 
of the house are all compressed together in the blend. The 丨over becomes somebody living 
inside his physical body and is probably trapped inside it. 
The rafters of my body, bone, 
Being still with you, the muscle, sinew, and vein 
Which tile this house, will come again. 
Tn Part VIT, the engraved name is given agency which possesses certain influence in the 
world. Its influence can even penetrate the door or hide the letters from the suitors, or enter 
the lover's dream and make her write to him. This scenario is possible due to a blending of the 
name space and the persona space. Since the mapping between the name and the persona is 
established, the actions and roles of the persona is connected with the name in the blended 
space. Hence, when the lover 'flings open this casement, with my trembling name' to receive 
wit, land or new battery from other suitors, there is an offense done to the persona. These 
scenarios are possible because of the cross-space mapping between the name space, the 
persona space, the house space. Each of them contributes some elements to the blended space 
to create the scenario in the poem. The scenario remains consistent because of the smooth 
integration which happens in the blend. 
'A Lecture upon the Shadow' is another expanded conceit. It develops its logic of love 
through the rise and fall of the sun, and the changing shape of the shadow. Critics have arrived 
at similar interpretations of the poem. Smith thinks that Donne is pursuing a relationship 
without concealment and it is only possible by perfect mutuality. If either side fails to be 
honest, deceit and falsehood will grow and destroy the relationship (1983: 124). Sanders also 
recognizes the 'juxtapositions as that between the disguises adopted by beginning love and 
morning shadows; between the casting away of these disguises in the maturity of such love 
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and ihc shadowlcssncss of high noon; between disguises resumed and ever increased by 
lovers ill the dcclinc of true love' (197-198). I he blending in this expanded conccit has 
enabled many emergent meanings which are guided by several conceptual metaphors. This 
shows that the conceits can produce many meanings in a single scenario. 
The poem describes the rise and fall of the sun. Before noon, the sun is in front of the 
persona and his companion and the shadow drags behind them. When it is noon, the sun is 
above our head and everything is reduced to 'brave clearness'. Then the noon passes and the 
sun begins to fall, the shadow comes before them and darkens the scene before them. This 
creates the sun space which is blended with the love space. The love space does not contain 
lovers, but the relationship between lovers. The relationship is mapped with the position of 
the sun and the shadow is mapped with the disguise in a relationship. Meanings emerge as 
different conceptual metaphors which guide us in the process of understanding. 
The first one is TO UNDERSTAND/TO KNOW IS TO SEE. In this metaphor, 
understanding is conceptualized as sight. The better one sees, the better one understands 
something. Common linguistic expressions include to see the light "to understand what you 
didn't understand before" (/ met the monks and I saw the light), see through “to understand 
the deeper meaning of something" (J see through his hypocrisy), look for "to discover facts 
and truths" (/ have to look for the truth). Therefore, the 'brave clearness' at noon conveys the 
meaning that mutual understanding between lovers is reached. And before this state, the 
lovers may have disguised each other which results in misunderstanding. 
The second one is GOOD (QUALITY/MORALITY) TS HIGH. In this metaphor, virtue is 
conceptualized as something high in position. Common linguistic expressions includes 
superior "with quality above average" (she is a superior student), high "the best” {this is 
high quality wine), tops "the best，，{this is among the top novels in recent decades). In poem, 
the sun risen up above the head has conveyed the meaning that love has reached its best status 
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and when the sun falls, it conveys the meaning that the relationship has deteriorated. 
The third one is SADNESS IS DARK. In this metaphor, sadness and pessimism is 
conceptualized as darkness and gloominess. Common linguistic expressions includc cast a 
shadow “making people anxious or things uncertain" (his ill-treated childhood cast a shadow 
in his life) and cloud "create an unpleasant situation" {the economic downturn clouds his 
career). In the poem especially the last line, the persona suggests even love can be as bright as 
light at noon, night will come at the end and negatively affect the whole relationship. 
We can see that expanded conceits often consist of one scenario. Donne develops the 
scenario by adding in different elements for blending, or conceptual metaphors for inference 
of meanings. Different input spaces are elicited to contribute to one single unifying blend 
which gives us global insight of the poem. This has created the very complex structure in the 
poem. 
Conclusion 
Conceptual metaphor theory and blending theory have helped us to look into the detail of 
the process of meaning construction in Donne's poems and to elaborate the foresight from the 
rhetorical theory of conceits. This has helped us to understand better the myth of conceits 
which has amused generations of literary critics. In applying this approach to Donne's poems, 
we recognize the universality of the mechanism of the language as well as the uniqueness of 
Donne's language in creating impressive metaphors. Moreover, this approach helps us to 
understand our own mechanism of interpretation and probe into the secret of communication 
and understanding via Donne's conceits. 
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n i A F l KR TllRHE: TllF. PASSION IN DONNE'S CONCIilTS 
To read Dryden, Pope &c., you need only count syllables; but to read Donne you 
must measure Time, and discover the Time of each word by the sense of Passion [...] I 
am convinced that where no mode of rational declamation by pause, hurrying of voice, 
or apt and sometimes double emphasis, can at once make the verse metrical and bring 
out the sense of passion more prominently, that there we are entitled to alter the text, 
when it can be done by simple omission, or addition of that, which, and, and such 
'small deer'; or by mere new placing of the same words~I would venture nothing 
beyond [...] 
Samuel Coleridge (Lovelock 49) 
The comment from Samuel Coleridge in the early nineteenth century has revealed the 
characteristics of the revival of Donne and metaphysical poetry. By that time, critics had 
given up the notion that conceits and wit are irrelevant to the expression of emotions. A. J. 
Smith points out that Donne's conceits were considered 'not of cold wit but of an excess of 
erotic warmth and fervor, and his extravagances explained as the surplus of a too powerful 
imagination' (18). The intellectual devices such as conceits were said to be significant in the 
expression of personal feelings (Duncan 130). This led to an idea in the early twentieth 
century that there were interactions between thought and feelings in Donne's poems. There 
were a number of critics who endorsed this line of thought. Joseph Duncan quotes from 
several critics at that time such as Fort Symons who found Donne's reason allied with his 
passion; Herbert Grierson who found the 'intimate wedding of passion and argument' crucial 
to the metaphysical poetry; and Schelling who praised Donne's development of 
'intellectualized emotion' (131). They seem to have created the atmosphere for Eliot's 
discussion of'sensuous thought' in Donne's poems. However, we shall find Eliot's articulation 
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inadequate. Although he has highlighted several insightful thoughts for later critics, a stronger 
and more comprehensive theoretical tool is needed to reveal how emotions are convcycd in 
Donne's poems and how they interact with different ideas in a conceit. 
1 shall employ Kovecses's theory of emotion concepts, which develops from conceptual 
metaphor theory. He studies several emotion concepts frequently discussed in psychology, 
philosophy and anthropology and looks at ordinary language which expresses the emotions. 
He finds that emotions such as anger, pride and respect are conceptualized in several specific 
conceptual metaphors which constitute an interrelated network of concepts. He also finds out 
the prototype for romantic love. We shall see that Donne has conveyed the emotive meaning 
by sharing a similar conception of romantic love with us, contemporary readers. 
Section One: The Emotional Aspect of Donne's Poems and the Cognitive Perspective 
Ever since the beginning of the nineteenth century, the emotional aspect of Donne's 
poems has been recognized. Charles Lamb in Mrs. Leicester's School and Other Essays 
(1808) found that under the Very thickest of the conceits' there lies 'a warmth of soul' and 
claimed that the generous feeling was insurmountable by the natural poets (Smith 1975: 289). 
Leigh Hunt in 1841 found Donne's marriage poems superior to Spenser's in terms of feeling 
and depth (Smith 1972: 23). At the end of the nineteenth century, more critics celebrated 
Donne's expression of emotions. For example, George Saintsbury in commenting on Donne's 
poems claimed: 
[ . . . ]bu t for those who have experienced, or who at least understand, the ups-and-
downs, the ins-and-outs of human temperament, the alternations not merely of passion 
and satiety, but of passion and laughter, of passion and melancholy reflection, of 
passion earthly enough and spiritual rapture almost heavenly, there is no poet and 
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hardly any vvrilcr like Donne (Lovelock 64). 
Arthur Symons remarked how passion was intertwined with reason in Donne's poems and was 
then amplified: 
Donne's quality of passion is unique in English Poetry. It is a rapture in which the 
mind is supreme, a reasonable rapture and yet carried to a pitch of actual violence [...] 
This lover loves with his whole nature, and so collectedly because reason, in him, is 
not in conflict with passion, but passion's ally [...] no one has rendered so exactly, and 
with such elaborate subtlety, every mood of the actual passion [...] (734-45). 
As the passion in Donne's poems was recognized, critics tried to account for its relation to the 
intellectual aspect of the poems. Grierson acknowledged the dual aspect of Donne's poems by 
speaking of an 'abstract and intellectual element with passionate feeling.' The mechanism is 
that the passion itself 'quickens' the intellect 'to intense and rapid trains of thought' (1906: 
139-64). He seemed to suggest that Donne's passion and love serve as the motivation for the 
conceits: "to some natures love comes as above all things a force quickening the mind, 
intensifying its pure intellectual energy, opening new vistas of thought abstract and subtle, 
making the soul 'intensely, wondrously alive.' Of such were Donne and Browning" (Alden 
1917: 151). In a word, passionate love is the motivation behind the combination of dissimilar 
images. These have provided background for the discussion of the dynamics between the 
intellectual aspect and the emotional aspect of Donne's conceits. 
An interesting question concerning the dynamics between thought and feelings is 
whether Donne's poetry involves a conversion of the emotional to the intellectual or a 
conversion of the intellectual to the emotional (Duncan 132). Rupert Brooke wrote of Donne 
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as a man composed of'brain，soul and heart in a dilTcrenl proportion': 
This does not mean that he felt less keenly than others; but when passion shook him, 
and his being ached for utterance, to relieve the stress, expression came through the 
intellect. Under the storm of emotion, it is common to seek for relief by twisting some 
strong stuff. Donne, as Coleridge said, turns intellectual pokers into love-knots (131). 
Brooke does not formulate his theory clearly, but he is with Grierson in thinking that emotions 
drive the intellectual process of the poem (132). Eliot suggests otherwise. He finds Donne's 
poetry a conversion of the intellectual to the emotional. In his essay, 'Imperfect Critics', Eliot 
proposes the idea of'sensuous thought' as one of the common qualities of metaphysical poets: 
'they had a quality of sensuous thought, or of thinking through the senses, or of the sense 
thinking, of which the exact formula remains to be defined.' Later on in the renowned essay, 
The Metaphysical Poets', he finds Donne's poetry 'a direct sensuous apprehension of thought, 
or a recreation of thought into feelings.' The use of 'apprehension' is significant here because 
he means that the process of fusion of thought and feelings involves mental perception and 
comprehension. Metaphors are not flowery words or far-fetched images, but new perceptions 
of ideas 'using' feelings. In a sense, the intellectual aspect of Donne's poetry which is usually 
understood as dry wit or conceit, is redefined. 
Eliot also describes how thought and feelings interact in Donne's mind: 
Tennyson and Browning are poets, and they think; but they do not feel their thought as 
immediately as the odour of a rose. A thought to Donne was an experience; it modified 
his sensibility. When a poet's mind is perfectly equipped for its work, it is constantly 
amalgamating disparate experience; the ordinary man's experience is chaotic, irregular, 
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and iVagiiicntary. l hc latter falls in love, or reads Spinoza, and ihcsc two cxpcricnccs 
have nothing lo do with cach other, or with the noise of the typewriter or the smell of 
cooking; in the mind of the poet these experiences are always forming new wholes 
(Kermode 45). 
Eliot here points out the holistic effect of conceits and the poet's ability to connect different 
experience. This can be one of the manifestations of the unification of thought and feelings as 
suggested by Eliot. 
Another example of such unification is in the Clark Lectures. Eliot gives a clearer 
classification of such union and its effect. He stresses the 'unity of feelings' that can be created 
by drawing 'within the orbit of feeling and sense what had existed only in thought'. There are 
mainly three principal forms and the third form is what Donne often employed: 'And the third 
type is that which occurs when an idea, or what is only ordinarily apprehensible as an 
intellectual statement, is translated in sensible form; so that the world of sense is actually 
enlarged' (Schuchard 54). An example of such enlargement is the union and identification of 
souls with sexual love. At Donne's time, sexual love and spiritual love were mutually 
exclusive. Spiritual love was morally good and sexual love was morally bad. However, Donne 
translated his idea of the unification of spiritual love and sexual love into sensual form so that 
it could fight against the dogma and the system of the society. Hence, Eliot calls such 
'translation' a 'general function' of poetry which was an 'enlargement of immediate experience' 
(54). That brought forth ideas and thought which were yet to be conceived by the 
contemporary. This suggests the social function of creativity and the importance of fusing 
experience, emotions and thought. 
In 'Conceit in Donne' in the Clark Lectures, Eliot explains in detail about the mechanism 
of the conceit and how the unification of thought and feelings is made possible: 
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In Donne, the interest is dispersed; it may be in the ingenuity of conveying the idea by 
that particular image; or the image itself may be more difficult than the idea by that 
particular image or the image itself may be more difficult than the idea; or it may be in 
the compulsion, rather than in the discovery, of resemblances. Part of the pleasure may 
be in the natural incongruity which is actually overcome; part of the feeling is the 'feel' 
of an idea, rather than the feeling of a person who lives by that idea. Tt is a harmony of 
dissonances (Schuchard 120). 
The above excerpt hints that imagery is an inevitable mediator in the process of conveying 
emotions. It plays a crucial role when an idea is conceptualized in a sensuous form. The 
reader can 'feel' the emotion of the poet by understanding the imagery. In analysing 'A 
Valediction: Forbidding Mourning', Eliot talks about how the figure creates the idea, hinting 
at the use of analogy by asking, 'if gold can be beaten out thin, why should not a soul?' (132). 
In this way, Donne is not explaining the notion of soul and love but he has presented the idea 
via imagery together with his immediate experience. In turn the imagery creates the idea and 
enlarges it, to make us feel the 'idea' which is embedded in the imagery. In this way, the 
immediate experience of the poet is reconstructed through the process of reading and the 
interpretation of images. 
The idea of sensuous thought was picked up by critics as one of the significant features 
of Donne's poetry and metaphysical poetry. George Williamson remarked that 'only this 
sensuous and emotional apprehension of thought' can account for what Donne knows about 
the world and his experience about life and love (1958: 48). Alice Brandenburg, in developing 
her theory of dynamic imagery, has attempted to articulate the dual aspect of Donne's poems 
in terms of the mechanism of the imagery. She finds that 'the sensuous thinking' is closely 
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conncctcd with dynamic imagery (1040-1041). I hc dynamic imagery is ihc opposite of llic 
static imagery in which only the quality of the two dincrcnt images is compared. In the 
dynamic imagery, the actions of two different subjects are compared. This draws different 
meanings through the comparison of the action. She uses the compass metaphor as an 
example of dynamic imagery. Moreover, dynamic imagery is not merely a conceit, it can give 
'emotional colouring and pictorial vividness' and amplify the emotional impact of the poem 
(Brandenburg 1044). Her theory has drawn us back to the study of the mechanism of conceit 
and prompted us to explore the emotional dimension of the conceit. 
The discussion of passion in Donne's poetry has led to the investigation of the emotional 
dimension of a conceit. The core question is how a conceit can convey emotive meaning. This 
is to ask how emotion is understood in metaphorical language. Conceptual metaphor theory 
can help us answer this question. We investigate the text and try to find out the linguistic cues 
that start the cognitive mechanism of understanding emotions in literary texts. According to 
the theory, an emotion is a concept embedded in daily language. We often understand and 
express emotions in terms of other concepts. For example, when one says, 'T am boiling in 
anger', one does not mean that he is literally a liquid and is turning into vapour. What he 
means is that he is very angry. We understand the emotion he is conveying because we share 
the conceptual metaphor ANGER IS HEAT and think in a way that anger is often 
conceptualized as heat. We share the same way of conceptualizing emotions and hence we are 
able to understand metaphorical expressions of emotions through conceptual metaphors. By 
the same token, the emotional aspect of Donne's conceits can be studied by looking at the 
underlying pattern of conceptual metaphors. This can explain the passion that readers feel 
from Donne's poems. 
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Scction Two: Conceptual Theory of F.motion in Detail 
Part One: Kovecses's Emotion Concepts and Cognitive Model of Emotions 
Kovecscs discovers the prototypical cognitive model of emotion by analysing diffcrcnl 
conceptual metaphors in ordinary language and sorting out relationships between them (1986, 
1990 and 2000). I would like to outline the prototype of emotion proposed by Kovecses in 
order to systematically introduce and locate specific conceptual metaphors in groups. This 
prototype can be applied to emotions such as happiness, sadness, love and lust. 
Kovecses suggests that the CONTAINER metaphor can provide a nearly complete 
picture of the prototype of emotion by itself (1990: 11). There are two types of CONTAINER 
metaphor which relate to the human body parts. They are THE MIND TS A CONTAINER and 
THE BODY IS A CONTAINER. The mind and the body are often considered the place where 
emotions are elicited and brought out. Kovecses considers them the major way to perceive 
ourselves and our emotions (1990: 146). A common metaphor for communication, the 
'conduit' metaphor, can also be understood in terms of THE MIND IS A CONTAINER 
metaphor, in which ideas are contained in the mind and are transferred from one container to 
the other through language. 
THE BODY IS A CONTAINER, on the other hand, is based on the model of 
'thermodynamic forces' (Kovecses 1990: 155) which lead to the movement of the fluid in the 
container. The movement corresponds to the physiological response brought by 
emotions. Common linguistic examples include 'pouring tears' (/ cannot help pouring tears 
while watching the movie), 'outrage' (/ am outraged at his behaviour)^ etc. THE BODY IS A 
CONTAINER entails several metaphorical consequences in which the body is conceptualized 
as a container and emotions are conceptualized as fluids or gases inside the body. Kovecses 
introduces five stages of an emotion which corresponds to different states of a container. Each 
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stage includes several metaphorical conscqucnccs which arc tlic mappings between the slalc 
of a container and an emotion. 
State of Emotion Metaphysical Consequence 
0. State of calmness EMOTIONAL CALM IS PHYSICAL 
CALM : The fluid in the container is cold 
and calm. 
1. Cause EMOTION TS FLUID IN A CONTAINER; 
Something happens to the person and disturbs EMOTION IS HEAT OF THE FLUID IN 
him. An emotion comes into existence but the A CONTAINER: Some external forces 
person is passive about the existence of such as heat make the fluid in the container 
emotions. hot and it rises up. 
2. Emotion exists AS THE EMOTION GETS MORE 
Emotion is an entity different from the self. INTENSE, THE CONTAINER GETS 
The emotion involves the desire to force the BIGGER 
agent to perform an action to satisfy the person's AS THE EMOTION GETS MORE 
desire. He is emotionally intense. He INTENSE, THE FLUID GOES OUT OF 
experiences physiological changes and performs THE CONTAINER 
behavioural responses. AS THE EMOTION GETS MORE 
INTENSE, IT GENERATES STEAM: The 
fluid in the container becomes hot and the 
temperature rises. The heat produces steam 
and the pressure of the container rises up. 
The explosion of the container may follow. 
3. Attempt at control EMOTION CAN BE LET OUT UNDER 
The person would try to counteract the emotion CONTROL: Some external forces such as 
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by not pLM-forming what he desires to perform. a lid for the container arc applied onto the 
The emotion may get more intense due to ihe container to control the outlet of ihc flu id 
control. and prevent explosion. 
4. Loss of control WHEN THE EMOTION GETS TOO 
The person may be unable to behave normally INTENSE, THE CONTAINER 
and fails to resist the force which is affecting EXPLODES: There is a point when the 
him. force of the pressure is bigger than the 
counterforce. 
5. Action Tt leads to explosion or the release of 
The person performs what he desires to perform, steam. 
Emotion ceases to exist due to the action. 
6. Emotional Calmness The fluid is cool and calm again. 
Besides the CONTAINER metaphor, there are several conceptual metaphors which 
reflect our way of understanding emotions. Kovceses identifies a few source domains which 
apply to most emotion concepts. They are NATURAL FORCE and PHYSICAL FORCE, 
SOCIAL SUPERIOR, OPPONENT, DIVIDED SELF, BURDEN, and ILLNESS. With 
different target domains, they constitute a variety of conceptual metaphors to conceptualize 
emotional experience in different situations. Some source domains such as NATURAL 
FORCE and PHYSICAL FORCE, OPPONENT, CAPTIVE ANIMAL and INSANITY are 
common in conceptualizing happiness, sadness, love and lust. They highlight the intensity of 
such emotions and the dynamics they have with the agent's will to control them. Some source 
domains such as BURDEN and ILLNESS are usually used to conceptualize sadness and love 
only, highlighting the negative impact on the agent. 
Part Two: Intensity, Passivity and Force in Romantic Love 
In talking about Donne's poems, T would like to focus on the conceptual metaphor about 
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Ihc intensity of emotions and romantic love. Kovccscs has investigated the conccptual 
metaphors which highlight the intensity oF romantic love. He claims that INTIZNSITY is 'an 
abstract concept that has evolved from more concrete and conceptually simpler conccpts' 
(1986: 82). The simpler concepts are DEPTH, QUANTITY, EFFECT, CLOSENESS, etc. 
INTENSITY is measured on a scale of degree. Related conceptual metaphors include LOVE 
IS FIRE, THE BODY IS A CONTAINER FOR THE EMOTIONS, and RELATIONSHIP IS 
PROXIMITY, etc. Another concept which contributes to the INTENSITY concept is FORCE. 
The intensity and passivity of romantic love is often embedded in the strength of force and the 
interactions between different forces. Kovecses suggests that there are two interrelated 
conceptual metaphors, BEAUTY IS A FORCE and LIKING IS A REACTION TO THAT 
FORCE (1990: 130). Common linguistic examples include bowl over "overwhelm with 
surprise and wonder” {he bowled me over), hypnotized "being attracted and losing one's 
sanity" (/ was hypnotized by her beauty), enchanting “to move or to influence someone 
deeply" (She's enchanting). Many conceptual metaphors such as EMOTION IS A NATURAL 
FORCE and PHYSICAL FORCE, LOVE IS VIOLENCE/WAR are closely related to such 
conceptualization. 
The strength of romantic love is also revealed when the agent feels passive in a 
relationship and is deeply affected by external forces. Kovecses suggests the concept of 
passivity is related to the concept of intensity in conceptual metaphor (1986: 88). In LOVE IS 
A NATURAL FORCE, the agent may be carried away by the wind or the flood passively 
since he cannot resist the strength of them. In a similar way, a persona cannot help falling in 
love and is in a passive role when he is overwhelmed by romantic love. Common linguistic 
expressions include engulf "to flow over and enclose" {She was engulfed by his passion), 
sweep over "overcome" {Emotions swept over her), running high "increasing or very 
intense" (Emotions were running high), etc. Similar conceptual metaphors include LOVE IS A 
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PI lYSlCAL FORCK, in whicli a person in love is like a physical objcct subjcctcd lo the 
strength of a physical forcc. 
A concept related to passivity is the lack of control. As in LOVE IS A NATURAL 
FORCE，the person loses the control of his position due to a strong external force. For 
example, in the conceptual metaphor LOVE IS INSANITY, the loss of reason shows the 
ultimate lack of control for a person's mind which results in dysfunction. Another similar 
conceptual metaphor is LOVE IS RAPTURE. It shows that one loses his sanity due to the 
extreme happiness in love. 
When the emotion becomes strong and fierce, the agent may attempt to control it. LOVE 
IS AN OPPONENT (Kovceses 1986: 98) is a conceptual metaphor which highlights the 
passivity and the lack of control in love. It is a metaphor which conceptualizes the persona's 
attempt to control one's own unsettling emotions and the lover becomes a person whom the 
persona needs to resist. Moreover, it has conceptualized the love relationship as two people 
attacking and defending each other, which often results in injury. Common linguistic 
examples include fight off "to get rid o f (he tried to fight off his feelings of love), surrender 
"submit to" {eventually he surrendered to his love), struggle with "having a strong feeling 
and at the same time wanting to behave against it" {she was struggling with her feelings of 
love). Kovceses speculates that the need to control one's emotion arises from a view from the 
Western civilization that passions are like wild beasts inside a person and may do harm to 
both the person and people around him. 
Part Three: Application of Kovecses's theory to Donne's poems 
Donne's poems involve the expression of complex emotions. As Hardy Barbara suggests: 
Donne's shorter poems renew, recreate, and accessibly record the life of the 
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passions, keeping faith wilh the intelligence and sensation. Donne's very wide-ranging 
love poems can be broken down into a catalogue of passions: they construct and 
elucidate desire, affection, fondness, closeness, tenderness, certainty, loving 
identification, yearnings, grief, scorn, contempt, loathing, hostility, frustration, 
jealousy, spite, revulsion, delight, excitement, bliss, rest (Smith 1972: 73). 
To systematically analyse these emotions in Donne's poems, we need a classification for the 
conceits and the recurring conceptual metaphors for emotions in the poems. I shall use 
Kovecses's six stages of emotion as a framework for categorizing the metaphors into three 
groups. 
The first group of conceit lies in the first and the second stage of emotions in which the 
emotions are elicited and are getting more intense. Conceptual metaphors used in these 
conceits are usually for describing the intensity of emotions. The second group lies in the 
third and the fourth stage of emotions in which the agent attempts to control the emotions. 
The third group lies in the fifth and the sixth stage in which there is a solution to the emotions 
and the agent returns to emotional calm. In these different stages, Donne has used different 
tones in expressing his complex emotions through the conceits. 
There are potential challenges to this classification of Donne's conceits. The first one is 
that this classification is not exhaustive. Indeed, I am not going to make an exhaustive 
classification, which is as impossible as finding the essential definition of an emotion. 
However, this classification can help us see clearly Donne's modes of love and the conceptual 
common ground between Donne and the reader. The conceptual common ground is a crucial 
element which enables communication and understanding in literary interpretations. The 
second challenge is close to the first one. Tt claims that fitting Donne's conceits into the 
emotional stages marked by the CONTAINER metaphor is a limited classification. Indeed, 
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this claim casts doubt on the CON IAIN IIZR metaphor instead of the classification. I lowcvcr, 
\vc shall see in the analysis of Donne's poems that the emotional stages defined by the 
CONTAINER metaphor can nicely account for most of Donne's passionate conceits. 
Nevertheless, the emotion stages structured by the CONTAINER metaphor have failed to 
articulate the complexity and the simultaneity of different emotions. I shall deal with it in part 
four of the next section. The third challenge is that this classification has made Donne's poetry 
mundane by fitting them into the general framework of the emotions of human beings. I 
should deny this claim. We shall see more clearly the uniqueness of Donne in juxtaposing 
with the ordinary understanding of love. 
Section Three: Donne's Expressions of Emotions 
Part One: Passion and Intensity of Love when Love is Fierce 
When Donne is expressing his intense emotions towards his lover at the beginning of a 
relationship, we find several common and recurring conceptual metaphors which include 
EMOTION IS A NATURAL FORCE or PHYSICAL FORCE, LOVE IS FIRE/HEAT, LOVE 
TS INSANITY, etc. These conceptual metaphors highlight the intensity of his love and the 
uncontrollability of one's own emotions. For LOVE IS INSANITY, we may easily notice the 
use of 'mad' which opens the poem with a passionate tone in ‘The Broken Heart,. In T h e 
Curse', the persona curses the enemy of the persona to be so passionate that he becomes ill or 
dysfunctional in a relationship. For EMOTION IS A NATURAL FORCE, we can find 
example in the beginning of The Canonization', the persona is expressing his insurmountable 
love towards his lover as well as pain induced by the quarrel between them: 
What merchant's ships have my sighs drown'd? 
Who says my tears have overflow'd his ground? 
When did my colds a forward spring remove? 
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The iiucnsily of sadness is convcycd by the use of 'drowned', 'ovcrdowcd' and 'remove'. 
Sadness corresponds lo a strong natural force which can bring destruction and alteration even 
lo the seasons. And in 'A Valediction of Weeping', again the emotion is strong enough to 
丨flood’ the world because the pain brought by separation between lovers is intense: 
A globe, yea world, by that impression grow, 
Till thy tears mix'd with mine do overflow 
This world, by waters sent from thee, my heaven dissolved so. 
Tear is a metonym for emotions, especially sadness, since it is a natural physiological 
response when one is sad. The intensity of emotion, which is from both the persona and his 
lover, is highlighted by the devastating natural force which can overflow the world and 
'dissolve' the persona's heaven. 
Besides NATURAL FORCE, PHYSICAL FORCE is a source domain of emotions. In 
‘Air and Angels', LOVE IS AN OBJECT is employed together with LOVE TS A PHYSICAL 
FORCE: 'With wares which would sink admiration, /1 saw I had love's pinnace overfraught’. 
As discussed in Chapter Two, this conceit is made possible in the process of blending. LOVE 
IS A PHYSICAL FORCE is a guiding conceptual metaphor behind the blend, which helps to 
map the weight of the goods and the intensity of physical attraction. 
The intensity of emotions in Donne's poems is often expressed by employing the 
conceptual metaphor LOVE IS FIRE, in terms of the strength of heat or fire (Goatly 2008: 
214). The increase of emotion corresponds to the increase of heat. When the emotion is out of 
control, it often corresponds to the overheating of a person and may result in his dysfunction. 
Donne uses this conceptual metaphor in different ways. There are quite a number of typical 
examples in Donne's poems, in which heat or fire is a direct substitution of intense love. Very 
often the amplification of the intensity of fire corresponds to the amplification of romantic 
love. In The Broken Heart', in expressing his madness-like love to his lover the persona 
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claims that he sees ’a Hash ol' powder' which can burn a whole day. I his has amplidcd the 
intensity of love by depicting the strength of fire and the gun powder. 
In other instance of substitution, love is conceptualised as fire which highlights the 
power of love. At the end of 'Love's Usury', the persona is expecting to be 'inflamed' by the 
god of love at his old age because he would like to meet his true love, even though he has 
been lusty in seeking sexual pleasure throughout his life. Similarly, in 'Valediction to His 
Book', 'love's subliming fire' would invade young lovers who need the guidance of 
relationship from the persona. In this conceptualization, love is not simply intense. It seems to 
be an agent which can be the cause of passion of other people. 
Sometimes, the fire is not a mere substitution for romantic love. Instead, the FIRE 
domain creates a scenario for blending and emergent meanings. In ‘The Dissolution', the Tire 
of passion' , 'sighs of air', 'water of tears' and 'earthly sad despair' are the constituents of the 
persona. Different emotions are the building blocks or elements of the persona. 
My fire of passion, sighs of air, 
Water of tears, and earthly sad despair, 
Which my materials be, 
This conceit is made possible by the HUMAN BODY TS MACHINE metaphor. Common 
linguistic expressions include spare part "organ of the body" (he has spare part surgery for 
his liver), use "take advantage of’ (she feels that he is using her for his own good), out of 
order "unfair or unacceptable" (it was out of order for the teacher to punish his student 
severely), etc. This metaphor highlights the compositionality of the human body. It guides the 
blending which draws in passion, air, tears and despair. They are compressed with the parts of 
a machine in the blend. Therefore in the blend, the persona is composed of these elements 
which in reality are his own emotions. As parts of a person, these elements are worn out by 
'love's security'. The idea of 'worn out' emerges from the above blend that the body is a 
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inachinc which can be worn oul by other external objccts. 
But near worn out by love's security. 
She, to my loss, doth by her death repair. 
And 1 might live long wretched so, 
But that my fire doth with my fuel grow. 
Then the persona finds that the death of his mistress would 'repair' these elements as if the fire 
is ignited again by the fuels. The death space and the fire space are created and the death of 
his mistress is compressed with the fuels of the fire in the blend. The relationship between the 
death of the mistress and the passion of the persona is structured by the relationship between 
fire and its fuel, giving the emergent meaning that the death of his mistress would indeed 
strengthen his loyalty and his love towards her. 
LOVE TS FIRE is often used to convey intensity of emotions. There is an exception in 
which this conceptual metaphor only guides the process of conceptual integration, but does 
not really convey the idea that love is intense. For example, in The Dream', a scenario about 
fire and a torch is created to give more details to the relationship. Instead, the FIRE domain is 
developed in order to model a specific relationship between the lovers to express unrequited 
love: 
Perchance as torches, which must ready be, 
Men light and put out, so thou deal'st with me; 
Thou earnest to kindle, go'st to come; then T 
Will dream that hope again, but else would die. 
In this excerpt, the torch space is set up in which the torches are often lighted up by men to 
make them ready for the dark. The love space, on the other hand, includes the persona being 
seduced by his lover but also ignored. In the blend, the persona is compressed with the torch 
and his lover is compressed with men who make torches ready for the night. Moreover, the 
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relationship between torchcs and men is comprcsscd with that ol'thc persona and ihc lover. 
His lover is responsible for creating the love in the persona but she leaves it Just like men light 
up the torches and put them out when the night is gone. The LOVE IS HEAT/I IRE metaphor 
therefore enables a scenario which includes the function of torches and the relationship 
between the torches and the torch men. This produces the emergent meaning of unrequited 
love. 
Part Two: Frustration and Attempts to Control One's Emotions 
Despite the storm of love and the intensity of emotions experienced in a relationship, 
there are times when Donne wants to control himself due to the immense suffering in love. 
Antagonistic imagery is very often used to show his attempt to control his own emotions. This 
is made possible by various strategies of employing conceptual metaphors and blending. In 
'Love's Exchange', the frustration and the psychological struggle of the persona are shown 
through the conceptual metaphor LOVE IS AN OPPONENT. In the fourth stanza of 'Love's 
Exchange', the persona has conceptualized his relationship with the lover in a war scenario 
(Goatly 2008:210)4. 
Small towns which stand stiff, till great shot 
Enforce them, by war's law condition not; 
Such in Love's warfare is my case; 
I may not article for grace, 
Having put Love at last to show this face. 
LOVE IS AN OPPONENT has guided the set up of the two input spaces for blending, the 
4 I do not think my analysis is opposite to Goatly's (2008) which suggests that SEX IS VIOLENCE is 
exemplified in 'Love's Exchange'. There are two possible explanations to the difference in reading. First, SEX 
IS VIOLENCE and LOVE IS OPPONENT may be related in a hierarchy of metaphors. SEX IS VIOLENCE 
may be the metaphorical entailment of LOVE IS OPPONENT and thus they give rise to more or less the 
same linguistic examples. Another explanation is that, in such a complex mechanism of Donne's mind, it is 
quite possible that Donne is employing these similar but slightly different metaphors, selecting elements from 
these domains to construct the blend. 
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love spacc and the war spacc. The war spacc contains small towns which arc altackcd by 
troops and the situation in which the stronger troop proposed to a ceascllrc. The persona from 
the love space is mapped with the small towns which withstand the attack. The steadfast 
resistance of the small towns is projected onto the blended space and compressed with the 
attitude of the persona. The emergent meaning is that love will not fully conquer the persona 
since he is resisting it. The will of the persona is magnified by the imagery in the next stanza: 
This face, by which he could command 
And change th' idolatry of any land, 
This face, which, wheresoe'er it comes, 
Can call vow'd men from cloisters, dead from tombs, 
And melt both poles at once, and store 
Deserts with cities, and make more 
Mines in the earth, than quarries were before. 
Once again, the magnificent power of doing impossible things, such as to create mines in the 
earth and store deserts with cities, has compressed with the power of love of the persona. 
Through blending, one is able to combine the elements of war and love to intricately 
conceptualize the antagonistic force in the time of psychological struggle. 
Another example of conquest lies in The Damp'. In the poem, the persona claims that he 
is murdered by his lover and that she has conquered him. Again, the relationship between the 
persona and his lover is conceptualized in a war scenario. 
Poor victories; but if you dare be brave, 
And pleasure in your conquest have, 
First kill th' enormous giant, your Disdain; 
And let th' enchantress Honour, next be slain; 
And like a Goth and Vandal rise, 
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Dcfacc rccords and histories 
Of your own arts and triumphs over men, 
And without such advantage kill me then. 
The lover has several 'giants' such as Disdain and Honour to help her win the war. They are 
considered 'advantages' by the persona in the war and they have helped the lover to win the 
war. To produce this emergent meaning requires a blend in which the personified qualities are 
organized in the war frame. The blend involves the war space and the love space. In the war 
space, there are two rival sides with one side stronger. There is also an imbalance of power 
between the two sides. The stronger side often has better weapons or larger troops. In the love 
space, there are the persona and his lover, as well as attitudes and tricks which his lover uses 
to seduce men. The elements in the love space are structured by the war scene to produce the 
emergent meaning. The failure in war is projected from the war space to the love space which 
results in the meaning that the persona is playing a passive role and cannot resist his lover. 
The poem goes on with the war scene and the persona is able to gather his own 'troops' 
of 'Constancy' and 'Secretness' as an attempt to resist the lover and gain control of himself. 
For I could muster up, as well as you, 
My giants, and my witches too, 
Which are vast Constancy and Secretness; 
But these I neither look for nor profess; 
Kill me as woman, let me die 
As a mere man; do you but try 
Your passive valour, and you shall find then, 
Naked you have odds enough of any man. 
However, the last few lines suggest the total submission of the persona to his lover, by 
claiming that he is not going to look for the troops but allowing himself to be part of the 
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collcction of the 'odds' oftlic lover. This meaning is made possible bccausc the persona's will 
to surrender in war has indeed projected onto the blended space and is comprcsscd with the 
persona's love which involves sacrifice. The emergent meaning is hence the willingness to 
give his total love to his lover regardless of his lover's response. This shows the reluctance or 
the failure of the persona to control his own passion. 
There are times when the antagonistic manner of emotions does not depend on a single 
conceptual metaphor. In The Triple Fool', different conceptual metaphors contribute to 
formulate a conceit on the frustration and the antagonist manner in love: 
But Where's that wise man, that would not be I, 
If she would not deny? 
Then as th' earth's inward narrow crooked lanes 
Do purge sea water's fretful salt away, 
I thought, if I could draw my pains 
Through rhyme's vexation, I should them allay. 
The stanza is making a comparison between the distillation effect of crooked lanes to sea 
water and the alleviating effect of rhymes to one's emotions. Several conceptual metaphors 
have been guiding the formation as well as the understanding of this stanza. One of them is 
LOVE IS THE TASTE OF FOOD. This metaphor highlights the subjective sensual 
experience of love and the complexity of a love experience. In this poem, the saltiness of sea 
water is compared to the intensity of love. The more salty sea water is, the more intense one's 
pain is. And if the saltiness of sea water can be reduced, love's pain can also be reduced. 
Another guiding metaphor is the CONDUIT metaphor. It is introduced as the underlying 
metaphorical structure to guide the imagery of sea water and rhythm. In the CONDUIT 
metaphor, language is a 'conduit', a channel for transmitting messages and information. 
During the process of transmission, the speaker meaning may be altered by the linguistic 
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expression. I Icncc, tlic meaning which the rcccivcr conccivcs may be cJiircrcnl Iroin llic 
speaker meaning. Therefore, the crooked lanes can be understood as conduits through which 
sea water becomes less salty. By the same token, pain which passes through rhyme's vexations 
will be alleviated. Blending is at work when pain and rhymes are structured by the CONDUIT 
metaphor. Through this blend, the persona has formulated one of the possible ways to control 
his own emotions. 
There is another strategy of Donne to present his frustration and struggle in love. Even 
though there is no conceptual metaphor to guide the blending process, blending is still at work 
and contrasting attitudes are introduced to reveal the struggle of the persona. Tn The 
Message', the persona refrains from his love by requesting the lover to send his deteriorated 
eyes and heart back to him which has long dwelt on the lover. The eyes and the heart are the 
common metonyms of passionate love. This involves the love space containing the person's 
desire and love for his lover and the antagonistic frame in which somebody may request 
something back even if he has already given them to others. The persona, his lover, his eyes 
and heart are structured by this frame. In the blend, the feelings of the persona are compressed 
with the object which was previously given to somebody and is now asked back from the 
persona because it is 'contaminated'. This act of requesting his eyes and heart is an act of 
controlling the situation and an attempt to control his emotions. We can see that the 
antagonistic manner of the lover is often understood by contrasting attitudes towards certain 
objects. They are used to conceptualize the relationship due to a capability to integrate 
different frames and elements. 
Part Three: Secured and Satisfied Love 
Critics have been trying to sort out Donne's philosophy of love. Although Donne seems 
to be flirtatious and lusty at times, his philosophy of love in Songs and Sonnets stresses the 
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spirilual and sexual unity of lovers, which can then expand to the infinity ()�love. This is very 
often Donne's resolution to his overheating and passionate love. This idea of love is 
constructed by several conceptual metaphors such as LOVE IS A LIVING ORGANISM and 
LOVE IS UNITY. In 'Love's Growth', LOVE IS A LIVING ORGANISM shows that love 
itself is an agent that has its own pace and course. In the course of love, the expression of 
happiness and joy is abundant and full of twists. Barbara finds the poem 'surprised by joy, and 
permitted by surprise and joy to play, delightedly and exhilaratingly' (75). It has various 
patterns of feelings with a variety of up and down movements. Smith commented that the love 
relation has progressed from adoration to mutual affection which can avoid the decay of love 
(129-130). In this poem, we shall see how LOVE TS A LIVING ORGANISM as the major 
conceptual metaphor combine with the use of other conceptual metaphors to produce a 
relatively calm and peaceful tone and leads us all the way to understand the rhythmic pattern 
of love. 
I SCARCE believe my love to be so pure 
As I had thought it was, 
Because it doth endure 
Vicissitude, and season, as the grass; 
Methinks I lied all winter, when I swore 
My love was infinite, if spring make it more. 
In the first stanza, love is conceptualized as grass. It can endure difficulties and the coldness 
in winter and keeps growing throughout the spring. Like Twickenam Garden', the spring is 
used to suggest happiness here. However, the second stanza employs a conceptual metaphor 
of mixture and alchemy which are not conventional conceptual metaphors of emotions. 
Therefore, these verses sound less passionate. They tone down the mood of the poem and give 
a sense of seriousness by prompting the reader to conceive love as something constituted by 
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other elements as in the process of alchemy. In the third stanza, more corrcsponcJcnccs in 
LOVE IS A LIVING ORGANISM are drawn. Love deeds are like blossoms on a bough 
which grow as love increases. 
And yet no greater, but more eminent, 
Love by the spring is grown; 
As in the firmament 
Stars by the sun are not enlarged, but shown, 
Gentle love deeds, as blossoms on a bough, 
From love's awakened root do bud out now. 
The last stanza continues with the conceptual metaphor. However, other conceptual 
metaphors are inserted to hold back the emotions created by LOVE IS A LIVING 
ORGANISM. 
If, as in water stirr'd more circles be 
Produced by one, love such additions take, 
For they are all concentric unto thee; 
And though each spring do add to love new heat, 
As princes do in times of action get 
New taxes, and remit them not in peace, 
No winter shall abate this spring's increase. 
The conceit in the first four lines does not seem to assume any conceptual metaphor, let alone 
the conceptual metaphor for emotions. This conceit involves a blending of the pattern of 
concentric circles, the ripples and the increase of love. This conceit may tell us of a new mode 
of love, but we do not immediately conceive the emotions conveyed in this conceit. Only in 
the fifth line do we come to our familiar LOVE IS HEAT metaphor, conveying the intense 
emotion of love. This is followed by another cold and emotionless metaphor of tax remission. 
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It is nol usually related to the expression of emotion but it attempts to dcscribc the increase of 
love here. Ncvcrlhcless, the poem swiftly ends by employing LOVB IS A LIVING 
ORGANISM again, which creates the last but powerful uplift of the poem by providing the 
emergent meaning that love will increase as the warmth in the spring increases. By inserting 
conceits which do not employ conceptual metaphors for emotions, the tone of'Love's Growth' 
becomes undulating and full of ups and downs. Nevertheless, the poem resolves in infinite 
growth and tranquillity. 
Another renowned use of LOVE IS A LIVING ORGANISM/PLANT is in The Ecstacy'. 
In this poem, the lovers sitting on the river bank are connected by the balm. In the seventh 
stanza, another conceit which involves the same conceptual metaphor is used: 
A single violet transplant, 
The strength, the colour, and the size一 
All which before was poor and s c a n t “ 
Redoubles still, and multiplies. 
Spiritual love mixed with sexual desire is compared to a single violet which is not good 
enough. However, after transplantation, the violet will multiply and become more. The idea of 
transplantation is taken from the PLANT domain that a plant is moved from one place to 
another place in order to have a better place for nourishment. This idea is compressed with the 
progress of a relationship. The persona claims that if their love can undergo the 
transformation of two separate souls and body to a unity of both body and soul, then this love 
will be ever-lasting and ever-strong. We can see that the use of LOVE IS A LIVING 
ORGANISM stresses the ever-growing and infinite love, which is one of the resolutions of 
passionate love. 
Another conceptual metaphor which brings in the resolution to a relationship is LOVE IS 
UNITY. Kovecses claims that the UNITY metaphor suggests 'perfect harmony, an idyllic 
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state' (1986: 63) and is a central conceptualization of romantic love. It suggests thai two 
individuals arc indispensable parties to each other and they join together to bccomc a single, 
unifying whole. Common linguistic expressions include made for each other “the purpose of 
life, destined to be with each other" (we were made for each other), are one "becomes one's 
inseparable parts,, {we are one), and my better half "becomes one's integral part" {she is my 
better half), etc. We can see in the last chapter that LOVE IS UNITY exists in 'Lovers' 
Infiniteness', which acts as the solution to the contradiction arising from love as a possession. 
Other poems which exhibit a joyful and tranquil tone also employ this metaphor. In The Flea', 
the blood of the persona and that of the lover are mingled together in the body of a flea when 
the flea has bitten them. Phrases such as 'one blood made of two' and 'three lives in one flea 
spare' suggest that LOVE IS UNITY has been guiding the blending process of the love scene 
and the flea scene\ It eventually enables the mapping between the body of the flea and a 
marriage bed. Another example of LOVE IS UNITY lies in the The Good Morrow': 
My face in thine eye, thine in mine appears, 
And true plain hearts do in the faces rest; 
Where can we find two better hemispheres 
Without sharp north, without declining west ？ 
Whatever dies, was not mix'd equally; 
If our two loves be one, or thou and I 
Love so alike that none can slacken, none can die. 
In this conceit, the persona and his lover is each mapped with the hemispheres which can join 
together to form a globe. This blend is guided by LOVE IS UNITY which creates the unity 
space that informs the unifying hemispheres, and the love space that informs the 
5 In talking about the unity of lovers in The Flea', Goatly claims that RELATIONSHIP TS 
PROXMTTY/COHENSION is the underlying conceptual metaphor of the poem (2008: 191). Tndeed LOVE 
IS UNITY and RELATIONSHIP TS PROXMITY/COHESTON should not be considered mutually exclusive. 
The LOVE domain and the RELATIONSHIP domain as well as the UNITY domain and the 
PROXMITY/COHESION domain should have overlapping areas in our knowledge structure which can give 
rise to a similar mapping patterns or conceptual integration. 
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complementary role of ihc lovers. This rcsull in ihc blend that the hemisphere is what the 
lovers are looking for. The tone in this stanza is tranquil with sustaining love and wc can sec 
that it is constructed by the underlying conceptual metaphor LOVE IS UNITY. 
Part Four: Conceits that Fall Outside the Stages of Emotions 
Although the stages of emotion proposed by Kovecses are fairly comprehensive, there is 
an aspect of emotions which he fails to highlight: the simultaneity of different emotions. 
However, in Donne's poetry, the emotions are often quite complex, and often involve a 
mixture of several contradicting emotions. One of the famous examples is Twickenam 
Garden'. Besides its relation to the Countess of Bradford, this poem is worth-noting for its 
complexity of metaphors and the dramatic rhythm of its emotions. It is recognized for its 
close relation to Elizabethan dramatic blank verse at the beginning of the poem (Leishman 19) 
and by its 'contradictions and inconsistencies which insist on provoking the reader' (Nutt 126). 
It is quite well known for its tone and dramatic voice but has yet to be investigated in terms of 
metaphor and conceit. In light of conceptual metaphor theory, we shall see that the 
CONTAINER metaphor is used in a special way to convey contradicting emotions. 
Blasted with sighs, and surrounded with tears, 
Hither T come to seek the spring, 
And at mine eyes, and at time ears. 
Receive such balms as else cure every thing. 
The first two couplets of the poem have employed several conceptual metaphors of 
emotions. The word, 'blasted', implies an explosion of emotions or a vigorous attack which is 
again related to the LOVE IS VIOLENCE metaphor. A related metaphorical consequence is 
AS THE EMOTION GETS MORE INTENSE, THE FLUID GOES OUT OF THE 
CONTAINER. Signs of the persona correspond with the unsettling fluid or gas in a container. 
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The explosion of the Hiiid corresponds to the oulburst of such emotions. It convcys the 
meaning that the persona is experiencing an intense sadness. Moreover, the use of�Vcccivc' 
highlights another aspcct of the CONTAINER metaphor. The way that the persona has 
another contradicting emotion is conceptualized as a container receiving another kind of 
liquid. This conceptualization has made the existence of contradicting emotion possible. 
The contradicting emotion is shown by the words 'spring' and 'balms', which suggest that 
the persona is going to look at something bright and happy, and his sadness is alleviated when 
he 'receives' the spring scene in the garden. 'Spring' is often used to conceptualize happiness, 
to highlight the heightened spirit when one is happy. It is a concept which associates with 
similar concepts such as LIGHT, ENERGY, HIGH, WARMTH which relate to happiness. At 
the same time, the use of word 'cue' and 'balm' suggests that the conceptual metaphor LOVE 
IS ILLNESS is used. It highlights the effect of love that it may make a persona dysfunctional. 
However, one may use some methods to restore themselves to normal condition. Common 
linguistic expressions includes paralysed (she is paralysed by his radiating love), lovesick (he 
is a lovesick suitor), etc. The reader is hence informed that the persona has been deeply 
affected by love. This has immediately turned the mood of the poem from happiness to 
sadness. Hence, we can see from the first four lines that the emotions conveyed by the poem 
have been switching back and forth between sadness and happiness. 
The complexity of emotions is shown by the use of the fountain metaphor in the second 
stanza. It is mainly a CONTAINER metaphor and has been wrought with other conceptual 
metaphors which make it stand out as a novel and striking literary example of the expression 
of emotions. Here, the persona wants to become a fountain which pours out wine-like tears: 
But that I may not this disgrace 
Endure, nor yet leave loving, Love, let me 
Some senseless piece of this place be; 
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Make mc a mandrake, so I may grow here. 
Or a stone fountain weeping out my year. 
Hither with crystal phials, lovers, come, 
And take my tears, which are love's wine, 
And try your mistress' tears at home, 
For all are false, that taste not just like mine. 
The container of the emotion, which is a stone fountain, is 'senseless'. This implies that the 
container itself may be emotionless or unaffected by emotions. Here, the conceptual metaphor 
EMOTION CALM IS PHYSICAL CALM is applied here. It contradicts the image of the 
persona who should be emotionally intense and sad. That is why Nutt recognizes the 
inconsistency and contradictions 'which insist on provoking the reader' (126). This special 
linguistic example of the CONTAINER metaphor has made possible such contradictions by 
separating the container itself and the fluid inside the container, each creates a mapping with 
different emotions. The container is mapped with the senseless persona while the fluid inside 
the container is mapped with the intense sadness of the persona to produce a fusion of 
complex emotions. This has produced a coherent scenario but a seemingly contradicting 
emergent meaning. 
In the third stanza, the use of 'wine' has brought in EMOTION IS FOOD/EATING. This 
is not a metaphor that follows from the CONTAINER metaphor. It seems to be drawn to the 
poem base of the mere resemblance of the 'drinkability' of wine and water from the fountain. 
According to this metaphor, emotion is conceptualized as something which can be consumed 
or ruminated like memory or past experience. Common linguistic expression includes bitter 
'extremely disappointing and unpleasant' {she has a bitter past), delicious Very pleasant' (the 
delicious feeling of being welcomed), intoxicating 'captivating and producing strong 
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emotions' {Jhis movie is irUoxicalin^), ctc. It highlights the variety of, emotions and lhc 
dclicatc di tic re nee between feelings. This metaphor is found also in 'The Broken I Icart', 'The 
Bait' and 'Love's Diet' (Goatly 2008: 211-212). In Twickenam Garden', EMOTION IS FOOD 
has guided the blending of wine and tears. Tears become love's wine from the fountain and 
can be drunk. Moreover, with the mapping of wine and tears in the blend, the tears have been 
mapped with some desirable and sweet qualities. Tn this way, Donne has wittily manifested 
the simultaneity of pain and joy of a love relationship. 
EMOTION IS FOOD is what Donne often employs to show the complexity of emotions. 
In 'Lover's Diet', tears can be processed like food: 'If he wrung from me a tear, I brined it so/ 
With scorn and shame, that him it nourish'd not' The interesting part is that sadness, as 
represented by tears, can be 'brined' as if one brines a fish or bacon. In the poem the persona 
wants to brine the tears with scorn and shame, as if they are some ingredients that do no good 
to one's health. There is a mapping of different flavours and the simultaneity of different 
emotions. In this case, the conceptual metaphor is elaborated to articulate the complexity of 
emotions in a given situation. Another similar example is in 'Witchcraft By A Picture': 'But 
now I've drunk thy sweet salt tears, /And though thou pour more, I'll depart.' Again, tears 
become sweet and can be drunk as if they are wine. The sweetness also requires the 
HAPPINESS IS SWEET metaphor. This shows that Donne has combined happiness and 
sadness in one single conceit and conveys the complexity of his emotions as well as the 
willingness to accept sadness in love. 
Conclusion 
I have shown how different strategies of conceptual metaphors and blending are 
employed in Donne's poems to describe different kinds of emotions. These cognitive 
processes have been affecting readers' understanding of Donne's passion and are partly 
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responsible for the emotional response of the readers. I >asl but not least, wc arc able to see 
dearly the intricate pattern of Donne's poetry which oncc again affirms his uniqueness. 
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CONCLUSION 
In outlining the strategies which Donne employs in his poems in expressing his thoughts 
and feelings with conceptual metaphor theory and blending theory, I hope I have contributed 
to our understanding of Donne, as well as how literary study may benefit from cognitive 
linguistics. First of all, 1 respond to one of the long-standing debates in the study of Donne's 
poetry by giving substantial evidence from the cognitive approach. I attempt to respond to the 
debate of whether the intellectual conceits in Donne's poetry convey any emotive meaning. 
Answers to this debate have been given by critics of different generations and have been 
affecting Donne's reputation. With the cognitive approach which has been developing in the 
recent decades, T give a cognitive account of Donne's conceits and argue that his conceits are 
both intellectual and emotional, since they are products of our intricate cognitive mechanism 
of linguistic creation. 
Secondly, this thesis is another instantiation of the application of conceptual metaphor 
theory and blending theory in studying literature. It can also be considered a follow-up of 
Goatly's attempt in dealing with conceptual metaphor in Donne's love poems (2008). I have 
given a more detailed description in revealing different strategies that Donne uses to construct 
his arguments and to express his passion. These strategies include modifications of a single 
scenario developed from either a conceptual metaphor or blending, and the use of conceptual 
metaphor to express his intensity and complexity of emotions. These strategies are defining 
features of Donne's conceits. T find that his conceits exhibit an intricate and complex structure 
in constructing the logicality and expression of his own passion. 
Thirdly, T have shown that theoretical tools from cognitive linguistics can indeed help 
settling debates in literary history. They have added new perspectives to the study of literature 
and in turn provided more fruitful insights in the process of linguistic creation and literary 
interpretation. 
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Other Issues in Donne's Poetry Concerning F>motions 
Despite the research significance listed above, there are a few issues concerning the 
emotional aspect of Donne's poems which have not been covered in this thesis. The study of 
the emotional aspect of Donne's poems in this thesis can be considered a small piece of a 
much larger jigsaw puzzle which should form a complete picture together with the other 
issues that require independent study. 
The approach in this thesis can be known as the textual perspective, since it focuses on 
what the text can inform us about the cognitive mechanism of the author and the process of 
understanding of the reader. Nevertheless, in investigating the literary response and the 
emotions elicited by reading Donne's poems, the reader perspective should also provide 
insights. The importance of the reader perspective arises from the fact that even if we 
understand the emotive meaning of a sentence, we do not always feel the emotion of it. For 
example, the sentence 'the trauma is like a storm to me' has conveyed the meaning that an 
event or the trauma has a catastrophic impact on the speaker. Nevertheless, we do not 
necessarily feel for the speaker. This phenomena leads to another question concerning the 
emotional dimension of a conceit: how can we really feel the passion of a conceit? The 
answer to this question involves the reader's background and his subjective judgement. This is 
the reader perspective in the cognitive approach which concerns the memory, beliefs, 
purposes and experience of the reader (Hogan 141). By identifying with the character in a 
novel or the persona in a poem, emotional responses are elicited when plots, dialogues or 
other elements in the literary text help recall the memory of the reader or challenge one's 
belief. Critics from this perspective do not only focus on the individual text. Instead, they are 
trying to look at the formal structures of literary genres and explain how this generic structure 
has helped produce emotional responses. 
The textual perspective and the reader perspective are not mutually exclusive and 
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irrelevant to each other Ihc textual pcrspcctivc informs us on how emotions arc 
conceptualized in language while the reader perspective informs us on how our emotion is 
fomicd in the reading experience. Indeed, it is assumed that our emotion concept has 
influenced our emotional experience. Kovecses bases this assumption on the anthropological 
and philosophical studies of emotions. He quotes from the anthropological linguists Edward 
Sapir and Benjamin Lee Whorf who suggest that 'our conceptual system can determine the 
experience and behaviour of the people' (203). Moreover, philosopher Peter Winch suggests 
that the concept has settled the experience and our behaviour for us (203). It is not difficult to 
see that we understand a text before we experience the emotion. Although more experiments 
and research are needed in examining this assumption, we can still assume at present that 
linguistic cues are primary in eliciting a reader's emotional response. This thesis has examined 
the linguistic cues in Donne's poems where emotion concepts are conceptualized. Independent 
research is needed to examine the emotional response of Donne's poems. 
Another issue which requires further investigation is the dramatic dialogue in Donne's 
poems which helps to convey emotions. Coleridge commented that the voice of Donne has a 
special function in conveying the 'sense of passion'. His observation was mainly on the 
metrical and lexical level (Lovelock 49). Later on when Eliot commented on the similar 
aspect, he focused on the pragmatic use of language. He found Donne's verse conversational 
and dramatic, which was itself a rhetorical expression to convey passions (129): 
[ . . . ] t h e conceit itself is primarily an eccentricity of imagery, the far-fetched 
association of the dissimilar, or the over elaboration of one metaphor or simile [...] 
Donne introduced the natural or conversational style, which the Elizabethans at their 
best had excelled in producing in a highly sophisticated metric of blank verse, into the 
lyric; he first made it possible to think in lyric verse, and in variety of rhythms and 
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stanza sclicnics (Garland 16-1 7). 
The effect of this dramatic style in conveying emotion is an issue to be studied from the 
reader perspective. The dramatic language may help the reader imagine his own situation, 
recall his memory and induce a response. Tn this way the reader identifies with the protagonist 
and experiences emotions. This involves the cognitive approach and the investigation of the 
psychology of the reader. 
In this thesis, several emotions including romantic love, passion, and sadness are 
analysed in Donne's poems. However, they do not cover all emotive responses of reading 
Donne's poems. One of the important literary responses in reading is surprise. Generations of 
critics have no problem in recognizing the surprise in Donne's poems. George Williamson 
called it the wit in the poetry (1961: 32), while Tuve identified the paradoxes in Donne's poem 
which give rise to surprise. She thinks one of the aims of the paradox is to surprise the 
audience (35). However, surprise is not an emotional response which can be induced by 
understanding a conceptual metaphor concerning surprise. Very often we are not surprised by 
the fact that the character in a novel feels surprise, unlike the way that we may feel sad when 
the character is sad. We feel surprise because there are often twists in the plot or unexpected 
elements in a poem. Hence, the surprise as an emotional response involves our anticipation of 
the plot or poetic form. It should be studied from the reader perspective instead of the textual 
perspective. A generic study of poems is needed to investigate the effect of surprise on the use 
of conceit. 
To summarize, I have provided, in this thesis, substantial evidence with the theoretical 
terminology from conceptual metaphor theory and blending theory in the analysis of Donne's 
conceits in Songs and Sonnets, to argue that Donne's conceits have excelled in their logicality 
and emotion expression, and to reaffirm Donne's canonical status as a poet of wit, passion and 
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